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i. Abstract
The church musician seeks to glorify his or her Creator rather than themselves with
their work, whether it be as a performer or a composer. There are many writers who
have stated that we must only perform music of the highest quality in the service of the
church, but very few have tackled the issue of how this is to be achieved.

This thesis will examine a number of different ways to look at quality in church music:
by examining the musical standard and theological soundness of the work, by looking at
the pastoral and liturgical appropriateness of the work, and at the intent of the author
and composer. This thesis then seeks to create a methodology for examining quality in
church music; mindful of the fact that our judgement is often clouded by our likes and
dislikes, and that our opinions are often disguised in terms of appropriateness for
worship. While there is some debate of the validity of doing so, composers are pushing
the envelope as to style and technique in the composition of new works of church
music.

This thesis will look at the difference between music for congregation and that for
specialist musicians, and how differences in expectations and use lead to differences in
qualitative judgement. Finally, support is offered for the creation of new works, and
there will be an examination of three new sets of works created to the greater glory of
God.
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iv. Preamble – A Brief Overview of Anglican Church Music
History

Church Music is a very ancient tradition. Music has always been a form of expression
capable of articulating that which is beyond words. Thus from before the birth of
Christ, music was used in societies as a form of worship to their gods. This, naturally,
was true in the ancient Jewish society. Their Bible is the Christian Old Testament and
some early texts of sacred song can be found in it. One example is the following from
Numbers 21:17-18.

… Sing out for the well
that was sunk by the princes
and dug by the leaders of the people
with septre, with their staves.
(Identified in Wilson-Dickson, A Brief History of Christian Music, 23.)

Curious though the text is, there is, of course, no hint as to what the music was like.
There are many sacred songs in the Bible, and although the tradition was an oral one
and there are no extant sources of the melodies, there are, however, hints in the Old
Testament as to how the music sounded. Wilson-Dickson (Ibid, 24) identifies such an
example in the Song of Miriam:

Miriam the prophetess, Aaron’s sister, took up a timbrel, and all the women followed her with
timbrels, dancing. And Miriam led them in the refrain:
‘Sing of Yahweh: he has covered himself in glory,
horse and rider he has thrown into the sea.’
(Exodus 15:20-21: from The New Jerusalem Bible in Ibid)

Wilson-Dickson describes the way this music might have been:
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The impression is of wild, vigorous and noisy music, inseparable from physical movement. The
short lines and simple text indicate plenty of repetition, perhaps simple stepwise melodies
constantly returning to a few central pitches. Together with an infectious beat, it probably led
to the ecstatic state which such music can readily induce. (Wilson-Dickson, A Brief History of
Christian Music, 24)

Thus this music was rhythmic, vocal and with variety of pitch. It was also
accompanied.

David and all the House of Israel danced before Yahweh with all their might, singing to the
accompaniment of lyres, harps, tambourines, sistrums and cymbals. (II Samuel 18:6-7)

Another interesting point is that the music of this ancient church was of the whole
ecclesia – all the people of God. There is a different description from this same period
where there is a trained, official group of musicians to lead worship. (See Appendix
A.) This shows a much more complicated text, and would require training and skill,
and would be intended for ‘professional’ musicians. It is also interesting that there is a
congregational response ‘Amen’ at the end, as in the present-day reading of prayers or
singing of Responses.

The music of the Temple likewise was spectacular and professional, matching the
architecture and decoration of the building. The Temple of Soloman had professional
music as described in II Chronicles 5:12-13:

The entire body of levitical cantors, Asaph, Heman and Jeduthun with their sons and brothers,
was stationed to the east of the altar, robed in fine linen and playing cymbals, harps and lyres.
A hundred and twenty priests accompanied them on the trumpet. All those who played the
trumpet, or who sang, united in giving praise and glory to Yahweh. Lifting their voices to the
sound of the trumpet and cymbal and instruments of music, they gave praise to Yahweh, ‘for he
is good, for his love is everlasting’. (The New Jerusalem Bible in Wilson-Dickson, A Brief
History of Christian Music, 25-6)
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There is a clear description here of a choir of musicians who were robed and also played
instruments. Another source, the Talmud, a collection of Jewish teaching, paralleled in
the book of Ecclesiasticus from the Apocrypha (Ibid, 26), describes the music of the
Temple in Jerusalem. It describes a choir of at least twelve men with additional boys,
and there were at least nine lyres, kithara (harps), two to twelve cane pipes (flutes) and
cymbals. Again, the description is of ‘professional’ musicians.

The texts sung were varied, but the Psalms were central (Ibid, 27). Wilson-Dickson
suggests that the now lost music for the Psalms at this time might have been
responsorial between cantor and choir or cantor and congregation. He bases his
supposition on the structure of the texts, but also says some were presumably for choir
alone. Again based on the structure of the texts, Wilson-Dickson suggests the melodies
might have been in two halves like Gregorian chant, and unharmonised except by
drones (Ibid, 29). Wilson-Dickson goes on to suggest that the Psalms, translated or
not, have survived well for three thousand years, and will continue to inspire musicians.

Whereas this temple liturgical tradition was organised and hierarchical, Synagogue
worship was led by the laity and services consisted of readings, psalmody, teaching,
prayer and a final blessing. The Psalms, readings and prayers were cantillated. This
form of delivery was not unlike chant, where the text structure was highlighted with
inflexions in pitch. Byzantine liturgy still uses this technique and it requires a skilled
cantor. Synagogue worship was influenced by the Temple tradition, liturgy being
adapted as needed.
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Christianity developed from Jewish Society; after all, Christ was a Jew. The early
Christian Church drew its worship and music from Jewish tradition, adapting the
Synagogue tradition, essentially taking the worship that existed, but enriching it with a
new layer of meaning in the light of the teachings of Christ. Thus, cantors were still
used in Christian worship, and the use of ‘professional’ church musicians was an
unbroken tradition (Ibid, 33).

As the Christian Church spread, it was also persecuted. When it refused to worship the
Emperor, it came under attack, and this persecution effected it musically. As they
hated the Romans, so they disapproved of things associated with them, such as
instrumental music and dancing. A great change came about when the Emperor
Constantine (274-337) declared Christianity the state religion and churches were now
lavishly built with a liturgy to match the great new state institution. Different traditions
developed due to geographical considerations, but the Western churches adopted Latin
as the language for the conduct of worship (Ibid, 34-40).

The popes’ power and the authority of Rome increased, and Pope Gregory the Great
(c.540 - 589) did this at least in part by seeking a uniform style of worship. Latin
forms were absorbed into Roman worship and the melodies became more standardised
for liturgical music. By about the tenth century, as music was being written down, the
liturgical calendar and its liturgical propers were completed in a form for that time
(Ibid, 42-3). Although responsible for much other change, Gregory is mostly
remembered for the music developed and standardised during his papacy and bearing
his name: Gregorian chant.
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Naturally, as can be seen throughout history, musical, liturgical or otherwise, there is
often a reaction to a form that becomes developed, embellished and established. So it
was with the elaborate rites developed for the established church. This reaction was
against the opulence and lavishness of the Roman Church’s liturgy and living. The
result was the monastic tradition of prayer, fasting, celibacy and isolation. For the
monks, the Opus Dei (the work of God) was the daily round of Divine Offices: Matins,
Lauds, Prime, Terce, Sext, None, Vespers, Compline, as well as Mass; as they are set
out in Benedict’s Rule. They all had in common the singing of the Psalms. They also
included Scripture readings, and prayer. The readings were chanted (Ibid, 47-8).

The chant was essentially on one note, but with inflexions to mark the punctuation:
raising the pitch for a comma, and lowering for a full stop. As the Hebrew Psalm
verses were in two halves, a simple alternating pattern arose. This led to the Psalm
tones, or melodies for the Psalms (Ibid, 48). The following is an example and can be
seen to match the Hebrew text pattern as aforementioned: an intonation at the
beginning, followed by the reciting note on which most of the sentence is sung,
followed by the mediant (going up as for a comma). The second half again uses the
reciting note, but lowers in pitch at the ending.

These Psalm tones are not descriptive of the text, but follow the inflexions in the words,
and are short and regular, thus being easy for a congregation to follow. A number were
developed according to the different modes (modal keys) being used, and many are still
in use today.
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With the Gregorian chants for the Offices and Mass now relatively uniform in the
Western Church, again embellishment was ripe. Gregorian chant was now beginning
to be sung in more than one part, often the lower part with fewer notes than the upper
one. The lower part retained the chant (the cantus firmus) and the upper part became
an increasingly florid embellishment. After Paris’ Notre Dame Cathedral was built
(1163-1250) two composers in particular in the cathedral music school set about writing
down music in this style: Léonin (c.1163-90) and Pérotin (c.1160-1205). Léonin’s
earlier work included many notes in the upper voice compared to the lower, and Pérotin
shortened many of his phrases and added extra parts (three of four in total sometimes).
The ‘Great Book’ in which these compositions were written survives (Ibid, 75-78).

As this music became more complex and more polyphonic, naturally it was beyond the
grasp of the ordinary worshipper, so again, the professional singer was required in the
service of the church. The monks and followers of religious life singing the Opus Dei
could be considered experienced and skilled singers, but this was not music for
congregations who might join the community (albeit on the other side of the pulpitum)
for Mass. There were, however, some such as the Oxford don John Wycliffe (d.1384),
who objected to this. Although music in the fifteenth and sixteenth centuries became
more and more complicated polyphonically in the style we well know of the late
Renaissance, there were further objectors. One of the most famous of the compositions
in this style is Thomas Tallis’ (1505-1585) motet ‘Spem in alium’ for choir in forty
parts. One who objected to the complexity of worship and music and its realm beyond
that of the common-folk was Martin Luther who broke with the Roman church in 1521
and began liturgy in the vernacular (Ibid, 92). This was paralleled in England with the
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Reformation where Henry VIII broke with the Roman Church, not agreeing to the
Pope’s authority over his land, and the Church of England was born (Dakers and
Bramma, 118). Like the Lutheran Church, its services were in the vernacular, and in
1549 the first complete English Book of Common Prayer was published, mostly from
the pen of Archbishop Thomas Cranmer. Luther’s Church used melodies that were
simple or familiar to the people, and his liturgy emphasised congregational song. The
English Church adopted the principle of simple syllabic writing. In this way the people
could understand what was being sung, and the excesses of Renaissance music and
‘papist absurdities’ were gone.

Naturally, it was not long before composers were elaborating on the melodies again.
The Psalm tones were harmonised and formed the basis of what we now call Anglican
Chant. Even at this time of a return to simplicity in the music of worship, instruments
other than the organ were used on special occasions.

The puritans, at the time of the English Civil War, abhorred the use of choirs and
organs, and many fine instruments and works of sacred art were destroyed. With the
Restoration and the accession of Charles II, musical services with choirs and
instruments were re-established (Ibid, 119). Solo voices or small semi-choruses
(verses) and instruments other than the organ were now a regular feature of worship,
and dance motives and joyous, rhythmic writing was favoured. Henry Purcell (165995) is perhaps the most well known of composers in this style. Both at Westminster
Abbey and the Chapel Royal, congregations eagerly listened to the new offerings of the
Baroque composers.
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The eighteenth century saw George Frederick Handel (1685-1759) in England. The
oratorio became popular and works such as Handel’s ‘Messiah’ and ‘Israel in Egypt’
brought music of the church from the chapel or cathedral to the concert platform. In
the Lutheran Church this was the age of Johann Sebastian Bach (1685-1750), and
embellishments of Lutheran chorales could be heard on the organ, and a virtuosic
school of organ playing arose in Germany, the organ becoming a feature of Lutheran
worship.

Back in England, John Wesley (1703-1791) and Charles Wesley (1707-1788) strived to
teach all people that they could be saved, and contributed greatly to the repertoire of
English hymns (Wilson-Dickson, A Brief History of Christian Music, 185) congregational song conveying the essential truths to the common folk. However,
there was a divide between the worship of the cathedral where trained choirs of men
and boys performed elaborate services and musical settings with the organ as the
accompanimental instrument perpetuating the tradition of the Temple’s trained
musicians from before the time of Christ, and the congregational music of the Lutheran
and Methodist (Wesleyan) churches where the music was performed by the whole
ecclesia. There was a cathedral versus parish divide, even within the Church of
England.

As time went on, the cathedral services fell into a very poor state where clergy were
often absent, and choirs did not rehearse properly, the lay-clerks were absent, and the
boys ill-educated. The Rev’d John Jebb (1805-1886) and Miss Maria Hackett (17831874) in England set about working to improve this situation. A group of ‘highchurchmen’ including John Henry Newman, John Keble and Edward Pusey also tried to
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set new ideals in the English Church and published a number of Tracts for the Times
(Ibid, 223). These Tractarians began what is known as the Oxford Movement (Pusey
and Keble were Oxford dons). In effect their greatest impact on liturgy was to seek a
return to the time when ritual and symbolism were central to worship. With this,
naturally, complicated music, solemnly and beautifully performed was desired, and
many parish churches thus sought to emulate the cathedral style of worship with large
pipe organs and surpliced male choirs. Leeds Parish Church was one of the first so to
do under its Rector the Rev’d Dr Walter Farquhar Hook (1798-1875) (Hunt, 28) in
1841 (Long, 328). At this time Dr Samuel Sebastian Wesley (1810-1876; Organist of
Hereford Cathedral, Leeds Parish Church, Winchester and Gloucester Cathedrals)
sought by his organ playing, composition and writings to raise the standard of musical
performance in English cathedrals.

There was a flowering of English cathedral music,

mostly written by practicing organists and choral directors.

In the twentieth century there have been a great variety of styles of music that have
influenced the church: folk-song (Ralph Vaughan Williams, 1872-1958); Impressionism
(Herbert Howells, 1892-1983; Gabriel Fauré, 1845-1924); African-American music
(Bryan Kelly, b.1934); popular music (Graham Kenderick, b.1950; and Geoffrey
Bullock, b.1955); rock music (Hillsong, New South Wales). Despite the many changes
in style now in evidence, it can be seen that much church music is now being written by
musicians other than cathedral or church musicians. Benjamin Britten (1913-1976),
William Mathias (b.1934-1992), Kenneth Leighton (1929-1988), Sir Michael Tippett
(b.1905-1998), John Taverner (b.1944), John Rutter (b.1945) and Howard Goodall
(b.1958 - date from pers. comm. with Professor Goodall’s Secretary, 10 Sept, 2001) in
the United Kingdom have all contributed to church music bringing rhythms, harmony,
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texts and ideas from secular music into the church. In France composers like Olivier
Messiaen (1908-1992) and Francis Poulenc (1899-1963) have achieved a similar
outcome. Often they work within a typical framework such as a Mass setting, or
setting of the evening canticles (Magnificat and Nunc Dimittis), but bring to it a modern
and fresh approach.

Church Music is not a dead tradition. There are still many composers and performers,
writing perhaps more church music now than ever, in a great variety of styles. There is
still a parish and a cathedral tradition divide, but no longer are there church and secular
styles of music. As, however, with any period of music history where there has been a
great burgeoning of the repertoire, church music performers must be especially on the
‘look-out’ to perform only the best music available. This thesis will go on to examine
how to decide what is good and what is not.

[[[[[[\\\\\\
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v. Lessons from History

The above overview of the history of Christian church music serves several purposes.
Firstly, it points out that since the beginning of the Judo-Christian liturgical tradition, it
has been a singing church. This has been very important. Anglicans have been
described as ‘people of the Book’ (Rev’d Lance Johnstone, Lecturer in Anglican
Foundations, St Mark’s Theological College, Canberra, in class, 1999). Although
referring to the Bible, the extension to include the Prayer Book is not a large step.
Indeed the worship of the Christian Church has always been wordy. This has been a
major influence on the music in this tradition. From the early days post Christ, there
were texts regularly used in worship that were sung rather than said, and indeed, the
Psalms have almost always been sung rather than said as part of formal liturgy. This
continues in the Anglican Church today where, although organ voluntaries and
improvisation are used in worship, the primary musical source is the voice. Music is
most commonly written for the church to a text (as opposed to non-textual sounds or the
jazz technique ‘scat’).

Secondly, since the days of synagogue and temple worship there has been a distinction
between music for congregation and music for trained singers. Most commonly in the
Anglican tradition, the trained singers have formed a choir. Some traditions, such as
post-Vatican II Roman Catholic worship, have relied on the services of a cantor to lead
worship, but the Anglican church uses choirs. Particularly after the Reformation in
1534 (Prescott Upton, 4) and again after the Oxford Movement, 1833-1882 (Ibid, 45 &
196) this has led to a distinction between cathedral and parish types of worship. Parish
music, until the Oxford Movement, used west gallery minstrels or ‘broken’ consorts and
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singers to lead worship. The gallery minstrels began to be replaced by harmoniums
and then organs from the middle of the nineteenth century (Phillips, 131). Even with
the introduction of choirs, the music was often limited, and the congregation still sang
the liturgical texts such as mass settings and canticles. That is, the congregation would
sing music that was used regularly enough for them to memorise it (the ordinary), and
other sung sections led by a choir (the propers). If however, the parish choir was not
overly accomplished, their input into worship might be small. Even as more people in
the general populous became literate, their music-reading skills were not necessarily
great. Their role, to sing the propers of the services or varying settings of the ordinary
(for example the Magnificat and Nunc Dimittis at Evensong), would be diminished.
The role of the congregation is borne out by the wide-spread popularity of the mass
setting by John Merbecke written at the time of the Reformation, and still sung in many
Anglican parish churches, with and without choirs, around the world until the liturgical
reforms of the late part of the twentieth century. Likewise, in literate societies, hymns
and songs in simpler forms (strophic form, standard form), where simple melodies are
repeated such that congregations can easily learn them, are popular and sung with a
variety of words to them.

The cathedral tradition, on the other hand, encompasses a trained choir that leads the
services. The choir would sing the Psalms, canticles, versicles and responses, mass
settings, and anthems and motets, the congregation’s musical input being minimal,
sometimes not even hymns. This cathedral-parish distinction continues today, although
there are some parish churches that maintain cathedral-styled worship, such as Leeds
Parish Church in England as aforementioned, or St James’ Parish Church in Sydney.
Indeed, many of the London churches in particular maintain a cathedral like form of
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worship. There have been a few instances where composers have aimed to straddle this
divide, writing music for both trained singers and congregations simultaneously.
Responsorial Psalms include sections for cantor and sections for congregation. Indeed
the Mass setting written as part of this work includes congregational responses in
otherwise choral music.

Thirdly, the above summary of church music history indicates that, particularly in the
twentieth century, many styles of music have been used to sing God’s praises. It has
been a long-running debate as to what styles are inappropriate to the worship of God,
but this will be dealt with in greater detail below. Suffice it to say that many
traditionalists, so far as liturgy and church music are concerned, have been offended by
the clambering of many for change in the styles of music and liturgy in the worship of
God. This in turn creates ill will on the part of the reformers (Blaum, Mitchell,
Turner). The twentieth century has seen the most change in the services of the
Anglican Communion. The Anglican churches of Australia, New Zealand, South
Africa, the United Kingdom, the United States and many other countries have written
new prayer books, which in turn have meant new music. The Roman Catholic Church
required new music for its services when instituted in the vernacular by the Second
Vatican Council. The English speaking churches have thus had popular styles of music
imported to suit these new services. Mass settings by Pulkingham and Haegney, and
the music of the Light Church Music Society are examples of this. Of course, music in
traditional genres such as masses and motets in the art music tradition, have continued
to be written, although some composers have adopted elements of twentieth century
musical language in their works for the church, such as striking rhythms or jazz-like
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harmonic vocabulary. In this way traditional worship is perpetuated, but with a
musical voice more reflective of its time.

Finally, there are many similarities between denominations. The Eucharist, Mass, Holy
Communion, the Lord’s Supper or whatever title it takes is very similar in most of the
Christian denominations. Indeed, we have the words and directions of Christ in the
Gospels instructing us to continue to break bread and share wine in memory of Christ.
Consequently, many musical similarities exist in this service. The International
Consultation of English Texts (ICET) standardised the ordinary of the Mass (Kyrie,
Gloria, Credo, Sanctus, Benedictus, Agnus Dei) as well as other canticles and creeds so
that music could be shared between denominations, and indeed the similarities make
congregations feel more at home. The Anglican Church grants permission for older
forms of this music using older translations of the texts, or those in Latin to be
performed in the place of the ICET texts. In this way again, traditional worship may
continue, but without ignoring some of the musical developments of recent decades.

It can also be noted that Eucharistic liturgy has been established for centuries, and this
means that a great number of musical forms of the Eucharistic liturgical texts can now
be performed, representing many centuries of musical development.

Likewise, the Psalms have been sung in Christian worship and Jewish worship for
centuries. The versions of the texts used, and the forms of musical expression have
changed greatly, but this is nonetheless an unbroken tradition. Indeed, it is even
possible that Christ and His disciples sang Psalms at the Last Supper. There are now
many musical styles of settings of the Psalms: Anglican chant, Simplified Anglican
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Chant (USA c.1982), Plainsong, Gelineau (Roman Catholic Church), responsorial
psalms, ‘new plainsong’, jazz and rock settings, other through-composed forms, and the
list goes on. These texts portray the great depths and heights of human emotion as our
race has struggled to live God’s way. They strike at the very heart of what it is to be
human. Their power has earned them a place in most Christian worship services.

[[[[[[\\\\\\
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1. Introduction

This thesis will pick up several of these issues. It will examine issues in writing music
for trained and untrained voices; the coexistence of many and varied styles in
contemporary music; music for worship and concert and the crossover between them;
and the similarities between denominations’ music in the Christian Church.

In its next part it will look at the complex and vexing question of what constitutes good
church music. It is exceptionally difficult to give a set of cut and dried criteria, but a
number of authors have suggested principles that can be adopted when forming an
opinion. These will be examined. Likewise, with the plethora of styles of church
music now available, the issue of quality and style will be examined.

Following that, this thesis will examine some new works of church music I have
composed. These works have been written in a particular school of composition; that
is, using established forms, genres and texts for church music rather than breaking out
into a radically different structure. In this way, musical directors and priests who may
wish to use some of these works may maintain traditional liturgical forms, while
encompassing a variety of musical styles. By choosing various settings of liturgical
texts of a liturgy, a service could include settings from numerous periods of history.

Also within the context of these new works, the issues of variety of style; writing for
trained and untrained voices (cathedral versus parish tradition); and concert and church
performance will be looked at. The texts of works where words are set to music will
also be looked at in detail as the use of different musical techniques for highlighting the
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meaning of the words can show influence from various schools and styles of
composition.

Finally the new works written for this thesis will be examined according to the criteria
for ‘good’ or appropriate church music, and it will be shown how different styles of
church music can coexist happily and productively within the same service of worship
and sometimes even the same composition.

[[[[[[\\\\\\
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2. The Quality of Church Music (Literature Review)

Fr Joseph Gelineau asserts that liturgical music is worship:

Liturgical music, however, is not only a language spoken in the liturgy but is an essential language
of the liturgy. (in Foley, 10)

But does that encompass all liturgical music? Surely some of it falls short of this
mark? Yes, having music in liturgy may be essential, but if we can make judgements
as to quality, then some of it must logically not be ‘beautiful’ or at least an aid to
worship.
The art of musical language exists in its own right, although it may also be employed in
association with words, or even with some other non-verbal means of communication such as a
film. It is then open to criticism; and labels like ‘good’ and ‘bad’ are attached to it. One musical
work may be recognised as a creative attempt to speak the truth, and another as no more than a
boring repetition of clichés. Every such judgement, however, depends on the standards or
assumptions of the critic. (Williams, 46)

There can be no doubt that there is the great and beautiful and there is the banal or
uninformed in music, as indeed there is much in between. It follows, naturally, that
this applies to church music. It must be possible to state what is good church music.
Examples of good church music can be readily identified. Sir Charles Stanford’s
Magnificat in G has been described as ‘perhaps the loveliest of all settings of this
Canticle’ (Long, 371). It is no doubt a great piece of music. Bach’s Passions are well
respected and well loved. They are great pieces of music. If, however, a church
musician or cleric is choosing music for worship, is it possible to apply a set of criteria
that would enable them (at least with advice) to decide whether a particular composition
is a good piece of church music? This question has vexed the church for years. How
can music be determined to be good, bad, or somewhere in between? Indeed, a great
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problem has always been that music affects the emotions. The judgement as to quality
is almost always clouded by personal taste and subjectivity. That is, ‘by the standards
of the critic’ as Williams says in the quotation above.

Perhaps a good starting point is the music of today. Examining thoughts of a wellregarded modern church music author might shed some light on what makes church
music ‘good’, and yet relevant to our times. The Reverend Professor Brian Wren is a
well-known hymn text writer. He suggests that modern hymnody (in his case) is at its
best when ‘having something to say, from where we stand in the Twentieth Century.’
(Wren in Morrison, 15). Wren suggests there are two good principles: works should
have something to say, that is to communicate with the worshipper; and be of our time.
This is not just the case for the text, where both new work and ancient Biblical texts can
equally speak to the worshipper in terms of relevance; but is analogous with the music.
At a workshop on church music and hymnody in 1999 I wrote a hymn tune as an
alternative to the pre-existing tune Professor Wren was using as an example for writing
new texts. Wren took the new tune on board and later wrote a set of words for it,
having claimed that the style of the new tune was more contemporary in its feel than the
older tune (this new tune has been revised and is included in the creative work with this
thesis, entitled Praise the Restless, Roving Spirit, and published by Hope Publishing,
Carol Stream, IL, USA in 2004). He showed in this instance his commitment to being
‘of our time’ in what he uses. This is not to say that all old music is not good. Far
from it. Music that authentically speaks to worshippers today can be good music
whenever it was written. That is, good music will stand outside time.
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In the United Kingdom the Anglican Church released a new prayer book for the new
millennium entitled ‘Common Worship’. This new blueprint for services in the
English Church has naturally sparked an interest again for composers of church music.

While at some periods the church has been a munificent patron of art, at others it seems to have
carried the restraint of art to the point of a positive cult of the ugly. (Routley, Church Music and
Theology, 29)

Timothy Slater (member of the UK’s General Synod Liturgical Commission) suggests
that despite much popular-styled church music being written, contemporary art music in
the service of the church is in decline due to conservatism from the organ bench or
music stand (Slater, 17 – Full quotation in Appendix B). This echoes Prof. Wren’s
views that we need to encourage modern church music to have a voice that is of our
time. This gives some indication as to what contemporary church music must do, but
the question of what is appropriate in church remains unanswered. Quality and
relevance are not synonyms. The topics to sing about are more encompassing than they
used to be, as is the musical language, but what should be performed and what not
performed?

Gelineau says in his tradition, the Roman Catholic Church, that church music should be
intelligible to the average listener, and thus should not take risks or be avant-garde.
(Gelineau, 51-52 – Full quotation in Appendix C). This would seem at odds with
Slater’s suggestion that church art music should take risks! Perhaps here is a
denominational difference between Anglicanism and Roman Catholicism, or a
difference in time or perspective. Gelineau was writing some forty years earlier when
folk-styled music was at its most popular in liturgy, while Slater is looking to the
twenty-first century.
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Wanting music to be intelligible to its listeners rather than seeking the best we can to
offer God has often been a liturgical tension, and has resulted in some truly awful music
being used. People who argue on both sides are sincere and courageous in their
convictions. The well-respected church music commentator Dr Erik Routley says:

… there is no hideous conventicle, no ghastly religious daub, no miserable hymn or demoralising
hymn tune, no mawkish anthem or organ voluntary, no spiritually depressing piece of church
furniture, but somebody has thought it beautiful. Beautiful, I insist – not merely serviceable. All
these things are adornments of worship, or they are supposed to be. Nobody will call a building
ugly if somebody did not before call it beautiful. (Routley, Church Music and Theology, 31)

Routley goes on to explain, that although most creators of art will describe their work as
more than simply serviceable, very few would have had some conscious process as to
making it ‘beautiful’. Perhaps, then, the call to create, if not necessarily inspired by
God, is imbued with the attempt to offer something of beauty, or at least something to
the glory of God.

In the words of Timothy Lewis:

All great music, no matter to which school it belongs, possesses a unique spark of creativity and
durability elevating it above all that is catchy or trite, and offers only immediate gratification.
Music of quality need not be difficult, but it must be sincere. It frequently seems challenging at
first hearing. (Lewis, 40)

Sincerity is a problem in itself as all sacred music is presumably created out of sincere
motives, if not for the glory of God, at least in the aim of producing good church music.
‘Catchy’ music has its place in church, but that creative spark is important although it
can indeed create difficulties on first hearing.
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Offering music as part of Christian worship is a natural human response to the
munificence of God: O praise the Lord, for it is a good thing to sing praises unto our
God: yea, a joyful and pleasant thing it is to be thankful (Psalm 147:1 from The Book of
Common Prayer, 534). When church music is at its best, we offer in our musical
worship of our Creator an intensity of emotion and joyfulness that comes from the very
heart of our being. It is a whole-hearted congregational response of thanks to God, for
our church, for each other, for His creation, for life, for Christ, and for the gift of music.
That heavy, yet freely offered-up burden requires us to give the best we possibly can in
our worship of God. This is one particular theology of worship. It is shared by many
as shown by the number of churches the world over who spend hours and hours
preparing each week for worship; giving their best not only by rehearsing music, but
rehearsing liturgy, preparing flowers, beautifying church buildings, spending hours
preparing well-crafted words to expound the faith, and by maintaining fine buildings
which exude the greatness of God. There are others, however, who disagree if not with
the theology, with the way in which it is actioned in liturgy. For example, some will
sacrifice the quality of music offered because a composition is well-loved or wellknown. Nonetheless, the Church usually advocates only using the best Christian music
in worship. A composition being familiar does not make it necessarily of good quality.
The hymn tune based on The Dambusters’ March is well-known, but is it like
comparing chalk and cheese with J.S. Bach’s Passions, for example? Perhaps there is a
level of sophistication that is required to judge a work to be of high quality?

In 1992 the findings of the English Archbishops’ Commission on Church Music were
published. It contained three short paragraphs on choosing only church music of the
highest quality for worship (In Tune with Heaven, 67-8 – Full quotation in Appendix
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D), and although stating that humankind cannot guess what God sees as beautiful, that
we must make decisions as to quality. It suggests that time makes this choice in many
cases, as only the good survives, but that with modern music too, we must only choose
of its best offerings. It does not, however, offer any advice as to how to make these
quality judgments.

The greatness of the task of choosing music for worship is acknowledged, and a
judgement of quality must be made. But this does not help with the criteria as to what
to examine to determine quality. One can look at a piece of Western church music and
judge, for example, its harmony within the rules of the Western tonal tradition. Does it
contain consecutive fifths or octaves? Does the leading note always rise to the tonic?
Are second inversion chords used correctly in passing or cadentially? But in different
styles, of course, different rules may be waived. Would a rock musician be offended if
standard triadic harmony is not correctly employed? The use of ‘power chords’ seems
to suggest not. What if atonality was applied to the organ accompaniment in a hymn?
Could the congregation follow it? The musician judging the quality of church music
must be aware of what is appropriate in different traditions. Which different traditions
or styles of music are appropriate, though?

The English Archbishops’ Commission suggests asking the question ‘Within the style
which is suitable, comprehensible and helpful to my congregation, is this piece of the
best quality that I can find?’ Well, perhaps it is possible to make a musical judgement
as to the quality or the compositional writing, but the style? The Report goes on to
suggest that each church or cathedral should develop its own musical tradition. This
means that various styles will be seen as acceptable to some congregations and not
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others, and vice versa (Ibid, 68). Yet these decisions are surely based on personal taste.
The Report goes on to say:

We have also to accept that what once appeared to be a common musical language in which all
could participate has been curtailed. Thus, familiar hymns and psalms which were part of most
church people’s upbringing before 1950 are not known by a younger generation. In any case the
congregation will probably contain people of significantly differing tastes. (Ibid, 69)

Had there not just been the statement that we should not allow our choices of music to
be influenced by the personal taste of the trained musician or cleric choosing the music,
but now this report says that the worshipper in the pew, not necessarily a musician at
all, should be allowed to determine the choice of musical style? Here is a difficulty
that many writers on church music have struggled with: not only which styles are
appropriate for worship, but who should determine them? It is often said that we each
hear God speaking in different ways. In Professor Peter Aston’s words:

… God speaks to people in many ways, some through renewal music, some through the music of
Bach. We hear God’s word through whatever medium is chosen for us. (Aston, 15)

This is the problem. We do not choose our musical tastes. To some extent they are
determined by where we are born and brought up and the education or training we
receive, but there seems also to be some innate sense of musical preference. Aston
suggests, though, that these can be changed, or at least, broadened.

Many writers have offered a solution. Margaret Withers says we should choose music
‘that will allow a variety of styles to suit all ages and tastes’ (Withers, 29). Although,
naturally, this is impossible for someone will always be offended, and it holds a deep
problem for any congregation. In his response to the Withers article, Christopher
Turner (Senior Lecturer at Colchester Institute School of Music) says:
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Compromising the musical offering of worship through the close juxtaposition of differing styles
can be as disturbing as the similar juxtaposition of architectural features. Indeed, some members
of a congregation may be so antagonised by the intrusion of a particular style of music into the
worship that they find themselves turned away from the very presence which they seek to find.
. . . I believe that the solution is intentionally to develop different worship patterns with their
associated musical styles in the individual churches which exist within each group of parishes,
thus giving parishioners a choice. (Turner, 28)

This seems to be the trend for authors tackling this problem; to offer a practical solution
for the church-based musician; but it does not answer the original questions of what
musical styles are appropriate for worship and who should determine them? These
issues are by default determined as all styles can be appropriate and are chosen by
consensus in a congregation. Professor John Churchill says (Churchill, 23 – Full
quotation in Appendix E) that good church music will have different levels of meaning
and stand up to different levels of interpretation. It will show something of how moved
by the Scriptures the composer was, and perhaps show us a meaning we would not have
seen for ourself.

This profound and well-reasoned approach may well get beneath the layer of
approaching musical style from the point of view of like or prejudice, but it relies on the
cleric or musician choosing music for worship to be able to get to these levels of
understanding in the short time frames set by the busyness of modern life and the need
for large amounts of music each week. After all, it has already been said that some
good modern church music will be difficult to come to terms with on one listening.
How can Churchill’s method be more readily broken down?

The American Bishops’ Committee on the Liturgy came up with four levels on which to
evaluate music for worship: musical quality, theological quality, liturgical
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appropriateness, and pastoral sensitivity (in Edan, 10). These four areas can be
examined with a lesser hold of subjectivity over objectivity.

A piece of music can be examined using the ‘normal academic stuff’ as Churchill calls
it; that is musical analysis in the Western tradition. It can also be examined using
Churchill’s layers of communication theory. This theory accesses the music at a
theological level too. Untruths, a simplistic approach or misguided interpretation of a
text will reduce the quality of a church music composition. It may also be that the
composer has chosen a text of questionable worth to set in the first place. This will
naturally diminish the communicating power of a work. The Roman Catholic Church
goes so far as to say ‘that the very act of liturgical music-making is a fundamental
expression of the very presence of Christ.’ (in Foley, 40). In this way, then, church
music is at the very heart of theology.

We must also be aware of the pastoral implications of presenting music in worship.
This is the real essence of the style argument and parish based solutions offered by the
practical musicians above: Turner, Withers, and indeed to a certain extent the English
Archbishops. As Turner says: It would be naive to suggest that God prefers Bach to
Beaumont, Tomkins to Taizé or Knight to Kendrick (Turner, 28). The consideration is
about the effect a piece of music will have on the congregation, keeping in mind that
their sense of musical taste is a gift from God. We must try not to stand in the way of
the Spirit speaking through music.

The Reverend Larry Ellis suggests in ‘Selecting Our Worship Music’ that
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If the focus of the service is on our being called to serve one another, don’t sing about the Trinity.
If the focus of the service is about God’s love for us, don’t sing about our love for each other. …
We must work hard to select and acquire music for our worship services that teaches the truth
about the Lord and also ministers to the soul. (Ellis, 1)

So although this does not address the issues of musical or theological quality, it does
suggest we need to look at liturgical appropriateness and pastoral sensitivity when
choosing church music. This, of course, is also the task of the composer writing for the
liturgy, in that they must select texts that are appropriate for the space in the liturgy they
have in mind for their composition, and to construct their work so as to be musically
appropriate in this setting. A great example of this has been Herbert Howells’ settings
of the evening canticles for various cathedral music foundations in the United Kingdom.
He took into account the organ, acoustic, style of choir and choral sound, and
congregations for each church these were written for. We must always remember that
music and liturgy are parts of a whole, and not separate entities in their own right when
we consider the music of the church.

It is true, though, that as time has had the chance to weed out much music which is not
lasting or of high quality, as pointed out in the Archbishops’ Commission Report, more
modern musical styles will seem to contain a higher percentage of works which can be
suggested to be unsuitable on one of the grounds above, than older forms of music.
This is not expressing a preference for older styles, but merely noting that standing at
any particular point of time in history will seemingly show there to be more music
around from the current age than any other, and more of it of dubious quality than in
any other age. Dr Lionel Dakers says:

We must bear in mind that the many changes we are witnessing are far too near us in time to be
assessed with reliability. Popularity does not necessarily imply that something is good. Various
factors determine why that which works in one situation and one parish is quite out of place in
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another. Good music can be made to sound as dull as ‘pop’ – and vice versa. (Dakers, Parish
Music, 64)

Indeed, time will help the decision as to what is enduring, and thus presumably what
speaks to people. Dr Dakers also underlines that preference for musical styles is
location specific. As Turner says, congregations will tend to gather at a church where
they like the style of worship, and this will be greatly effected by the style of music.
Dakers’ final point about the quality of performance is an important one and will be
looked at in detail subsequently.

The final criterion as raised by the American Roman Catholic Bishops was that of
liturgical appropriateness. This is a major issue in its own right. It may be that some
examples will shed light on this question. Perhaps in a church where the Gospel lesson
is read from the nave in a Gospel procession, the organist improvises while the
procession returns to the chancel. The Gospel Lesson on a particular occasion was
from St John (12:12-13 - The New Revised Standard Version):

The next day the great crowd that had come to the festival heard that Jesus was coming to
Jerusalem. So they took branches of palm trees and went out to meet him, shouting,
“Hosanna!
Blessed is the one who comes in the name of the Lord – the King of Israel!”

The organ improvisation is then quiet and mysterious. That would seem inappropriate
on a feast day (Palm Sunday) when the Gospel immediately before it was exclamatory,
strong, vigorous and regal.

Another example might be that a Solemn High Mass is sung to a big setting such as
Jackson in G, and a profound polyphonic motet is rendered by the choir. To suddenly
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introduce a congregational song in the style of a Taizé chant would seem not to fit the
occasion.

On the other hand, in a modern renewal style service led by a band and centred on the
liturgy of the word, it would seem ridiculous to have the Agnus Dei from Byrd’s Mass
for five voices sung in the middle.

The liturgy of the Christian church is a rich tradition. Services are mostly written to be
seen as a whole. To destroy their sense of unity and direction with inappropriate styles
of music, or wild juxtaposition of styles as Turner suggests, may inhibit the
congregations’ reception of the Holy Spirit.

Thus, if one examines church music for quality along musical, theological, liturgical
and pastoral lines, perhaps the issue of style diminishes into insignificance. If the
music communicates on many levels, perhaps it is a non-issue who actually chose it or
from which tradition it comes. If our liturgy lifts us to a plane of existence beyond the
human condition and closer to God, the music that was chosen will have been well
suited liturgically and will be good church music if it communicates a glimpse of the
Divine. It is also the case that the intent of the composer will have bearing upon the
quality of this communication. A spiritual and thoughtful Christian composer is more
likely to have insight for church music than a non-believer, for example, however, some
composers’ work seems imbued with a sense of spirituality even if they do not profess
to holding necessarily a Christian faith. Vaughan Williams and Ireland would be two
such musicians. In such cases, one could argue their sense of liturgy was determined
by study not through regular participation in services of worship as an essential part of
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living a faith. This is analogous to the argument that one can tell whether a conductor
believes in the work’s message from listening; and this has special relevance for church
music. Clerics and church musicians must be well trained to be able to discern the
potential of a piece of music to communicate in this way before it is rehearsed and
offered as worship.

Finally, it must be noted that the quality of the musical performance is an important
factor in the decision as to the quality of church music. That is not to say that good
music is not so simply because it is performed badly, but that public opinion and
preference can be influenced by the standard of performance. The English
Archbishops’ Commission Report says (In Tune with Heaven, 70 – Full quotation in
Appendix D) worship should always aim to offer the highest standard of performance
and despite being unable to obtain the ideal on earth, it must honour God by not giving
a ‘shoddy’ performance. Thus, although the standard of performance as
aforementioned does not effect the quality of the composition, the quality of the church
music offering is most definitely effected by the rendition. Oft times church musicians
are guilty of attempting to perform music beyond their abilities. This has dire effects
for the worship of the congregation. Dr Lionel Dakers says (Making Church Music
Work, 49):

When neither choirmaster nor choir are aware of their limitations, they are usually blind, and often
deaf, to the realisation that what they foist on the congregation is the very reverse of an
enrichment to worship.

An extension of this principle is that music must be performed on appropriate
instruments to enable it to sound at its best. John Bell of the Iona Community writes:
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When twelve years ago, my colleagues and I started making some of the music we had worked on
available to a wider public, we were at times harried by guitarists of limited ability demanding that
we should print guitar chords with the music. The arrogant, if not ignorant, presumption was that
every song or hymn is transferable to the guitar. That is a possibility if your surname is Segovia,
but even then it is anathema to musical integrity to have a hymn tune, in which the chord changes
on the beat and the vocal parts abound in passing notes, accompanied by an instrument better
suited to harmony which changes once in a bar. (Bell, 18)

Indeed, inappropriate resources for the music to be performed, or inappropriately
chosen music for the performance ensemble is a sure way of reducing the standard of
performance. Not just the wrong music for the instruments supplied, but music of an
inappropriate level is a difficulty, as clearly pointed out in the above by the English
Archbishops’ Commission Report.

It must be remembered that church music is a living tradition. It is performed in vast
quantities weekly around the world. Through the performance of church music that
congregations are edified and their worship is enhanced. Thus for church music to be
good, it need not only be well written and set to good texts, and performed at
appropriate times, but performed sensitively. Thus the composer must be aware of the
performance situation that his or her composition will be attended by. They must be
aware of the liturgy and of the type of ensemble likely to perform their work. This
must be taken into account so that the whole offering can come together as good church
music. Even when it is not written for a specific occasion or church, the style of liturgy
and resources available will indeed have a bearing on the composer’s work.
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3. Some New Compositions

It seems (Slater, 17) that it is important for there to be fresh and exciting ideas in
modern art music for the church. This is in contrast to Fr Gelineau’s aforementioned
preference for church music to be accessible to the listener. Gelineau, as a Roman
Catholic, was firmly rooted in a tradition where, post-Vatican II, folk and popular
musical styles were widely accepted in worship. Perhaps for him it was less important
than for Slater that ‘religious pop’ not be seen as the only church music of the twentieth
and twenty-first century. I believe, as do many professional church musicians, that it is
very important for art music composers to be represented in the music of the church.
Although religious pop represents well the solo voice and, to a lesser extent, the
congregational song of a generation, it does not cater for the choir, orchestra, or
professional instrumentalist. Art music can do this, whether it be in the form of
liturgical choral music, or choral and/or instrumental music for the concert platform.
Works by such composers as Sir Michael Tippett, OM (1905-1998), John Taverner
(b.1944), and Benjamin Britten (1913-76).

Again, it is difficult to grapple with what exactly constitutes contemporary art music.
As Wren and Slater have suggested, it needs to be written in a language of our time.
This means that we must look at modern harmonic language, melodic shape, form,
rhythms, use of the instruments, and so on. That is, we must not neglect those
ingredients that have marked the last few decades of art music for the concert platform:
jazz rhythms and chords, unusual use of instruments, an increase in the use of repetition
(as reached a climax in minimalism), the use of electronic instruments, and less
imperative for the resolution of discords, to name but a few. Not all of these will be
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appropriate for use in all pieces, naturally, but their use will place a composition in a
more contemporary context.

Organ and choral music is a long-standing tradition particularly of the English Church,
and has been a vehicle for many modern composers such as Herbert Howells (18921983), the Reverend Anthony Caesar (b.1924), and William Mathias (1934-1992). It
can be seen as a sub-set of ‘art music’.

There has been much church music written over the last few decades in a popular and
even rock style. Some of this music can be described as good church music, some not.
What is painfully true, however, is that the amount of it being written vastly outweighs
the amount of new church music in the art music style being written (Slater, 17). This
has an in-built danger for the future of church music. The thoughts of Timothy Slater,
above, address this, and it is worth reiterating here:

New music in a variety of styles in vitally important for the health of the church music tradition.
Too often, musicians have been critical, sometimes with justification, of much that is written in a
popular style, but those musicians have then failed to value music produced by contemporary
composers. It must be sad, however, that much new church music has been characterised by a
lack of adventure, being firmly rooted in the past in the old manuals of harmony and counterpoint.
Contemporary church music needs to take risks, and to bring a little excitement into the choir
stalls. Unless there is a willingness to take on board the insights of contemporary art music, then
religious pop will be seen by the majority in the church as the only religious music of our own
time. (Slater, Ibid.)

There is thus a great need for more contemporary church ‘art’ music. While the
number of choirs in churches is diminishing, but the standard of performance of many is
increasing, so is their need for more repertoire (Turner, 27). Likewise the number of
organists is increasing, and so is their standard of performance (Ibid). Consequently, it
cannot be assumed that there need be less church art music written in our time as
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compared with the past. By bringing ‘excitement into the choir stalls’, Slater is
limiting his discussion of ‘art music’ to that of the choir and organ tradition. This is
one of the areas where the gap between the use of modern techniques in other forms of
art music, such as orchestral music, and liturgical music is greatest. Nonetheless,
Slater’s comments may be applied equally to other forms of contemporary religious art
music.

My new compositions are written in two traditions of religious art music: the choral and
organ tradition, and congregational music. That is, the continuation of the Synagogue
and Temple traditions of the early Church. The choral music tradition has a long
standing in the Anglican Church in particular, but also in the Roman Catholic Church
and many of the free churches. While pastoral suitability can only be judged when
these new works are chosen for a particular service with a particular group of musicians
and worshippers, they can still be examined in the light of theological, musical and
liturgical criticism. They are also written in a musical style that is contemporary, but
they acknowledge the musical history of the genres in which they are written.

[[[[[[\\\\\\
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3.1 Three Latin Motets

I have written these following three works in the long tradition of unaccompanied
choral music. This tradition in the Church goes back to Medieval times and composers
such as Pérotin (c.1160-1205) come to mind. In the Renaissance Period the famous
composers such as Giovanni Palestrina (c.1525-94), Claudio Monteverdi (1567-1643),
Tomás Luis de Victoria (c.1548-1611), Thomas Tallis (c.1505-85) and William Byrd
(1543-1623), to name a few, wrote in this style. In the Baroque period we have later
Monteverdi works and the works of Orlando Gibbons (1583-1625); and in the Romantic
period works by Sir John Goss (1800-80), Professor Charles Wood (1866-1926), and
other cathedral organists were for unaccompanied voices. Thus I write these works
standing near the beginning of the twenty-first century with a long tradition of settings
of these texts behind me. These new works were born in this tradition, but go a little
beyond it. Many previous settings are polyphonic ones, whereas mine are more
homophonic, for example. Secondly, they use a modern harmonic vocabulary of
unresolved dissonances, acceptance of certain parallels, non-traditional juxtaposition of
chords, to name just three. Thirdly, they use rhythm and harmony as much as melodic
shape to dictate phrasing and style, rather than a nineteenth century approach based
more on a melody which is harmonised. Fourthly, the use of silence is treated with
care. Some phrases move on quickly to the next, but some have long rests or pauses
after them, for example. These and other points will be looked at in detail below.

These three motets all have Latin texts, all are written for unaccompanied choir in four
parts, are all in a basically homophonic style, and all are suitable for use as communion
motets. They have thus been presented here together.
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3.1.1 Ave Verum Corpus

This motet was written for the Choir of St James’ Church, King, Street, Sydney and
their Director of Music, David Drury. It was written in response to the need for more
communion motets with texts proper to that great Christian celebration. The text is
very well known, and has been set before by such eminent composers as William Byrd
(1542-1623), Sir Edward Elgar (1857-1934), and Wolfgang Amadeus Mozart (17561791), to name perhaps the three most famous settings of this text.

The text can be translated as follows (from ‘Ave Verum’ by Elgar, The New Church
Anthem Book. Oxford: OUP, 1994. Translator unknown.):

Ave verum corpus,
natum ex Maria Virgine
vere passum immorlatum
in cruce pro homine.

Jesu, Word of God Incarnate,
Of the Virgin Mary born;
On the Cross Thy sacred Body,
For us men with nails was torn.

Cujus latus perforatum
unda fluxit et sanguine.
Esto nobis praegustatum
in mortis examine.

Cleanse us, by the Blood and Water
Streaming from Thy pierced side.
Feed us with Thy Body broken,
Now and in death’s agony!

O dulcis, O pie;
O dulcis Jesu, Fili Mariae.
Miserere mei. Amen.

O Jesu, O Jesu,
O Jesu, hear us, Son of Mary.
Have mercy on me. Amen.

Using a text with music so very well known already written for it is very difficult. I
decided, therefore, to use a style quite dissimilar to these previous settings. This style
was developed in my Missa Omnis Anima (Requiem) written a few months before, and
revisited here although with developments and modification. This style has about it a
sense of anxiety and tension created by heightened harmonic tension, reaching
harmonic resolutions only when appropriate in the text, and less frequently than might
be
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expected; by adopting a rhythm closely aligned with the speech-rhythm of the text; and
by the employment of silence, rests and pauses, particularly between phrases, to
emphasise points of rest or resolution. Hopefully this also creates with it a sense of
poise, purpose and reverence appropriate not only to a religious work, but to a text
which has been inspirational to so many Christians and indeed composers since its
creation. This seemed appropriate for the text of the Ave Verum. It is worth noting
that the Missa Omnis Anima was a Requiem, also focussing on death.

The work begins with a plaintive wailing motive in the soprano part. The rhythmic
construction of long notes at the beginning, end and middle of these phrases, along with
the melodic and dynamic rise and fall give each phrase shape and a sense of forward
momentum. When conducting this work I have also emphasised this by moving the
tempo along in the ‘wail’, relaxing it at the final chords of each. The third phrase has
the ‘wail’ motive in the alto part, but this time there is no long note in the middle of the
phrase heightening the tension. Another technique used in this first section was to try to
create an ambiguous sense of key, although hints are given. The work is loosely in E
minor, although part of the twentieth century technique is to blur this by use of discord
and unexpected resolution. The opening chord is E minor with a minor seven in second
inversion. This resolves to the dominant minor chord immediately, but the phrase
finished on Chord vi. The second phrase is a melodic sequence although with slightly
varied harmony, creating a sense of unity, but also asking the ear not to hear it as a
slavish copy, increasing intensity; this time ending on a seventh chord just begging to
be resolved. Instead a new seventh chord catapults the music into the next phrase that
ends with double suspension to the dominant (major now). Tension is also increased
by the use of an inverted pedal, perhaps the first real attention given to the
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tonic. This resolution to the dominant, but with the tonic now outlined draws us to the
next phrase seeking resolution. However, a sustained rest increases tension. This
opening contrasts the concept of praise in the word (‘hail’) with the thoughts of the
body of Christ being broken, as the text goes on to describe.

Then, at bar 7, the work begins in earnest and in tempo, the text starting again. Finally
there is a resolution to the tonic which is outlined particularly in its repetition in the
bass part in this bar. The tonic triad is not once presented in this bar, though, in
standard form. There is always a suspension (6/4 – 5/3 on the third beat) or added
notes (sixth and second on the first beat) to increase the tension, echoing the poignant
text, and firmly establishing the harmony of the work in the twenty-first century. Bars
7 and 8 are another sequence, echoing the opening and creating unity, but like the
opening the harmony is not a slavish copy. Neither is the word setting: bar 7 having
the sopranos and altos singing an extra word (corpus) to the tenors and basses, but in
bar 8 just ‘Ave verum’ is sung homophonically. At ‘natum’ (bar 9) close harmony in
the lower parts and particularly the diminished seventh chord on the fourth beat create a
sense of warmth perhaps like a mother with a young child. This chord resolved to the
tonic (based as it is on the raised seventh) but again the tonic is not presented in
standard form: here it uses a fourth instead of mediant in the chord. At bar 11 the
soprano and tenor begin on the first beat with a fourth which with the addition of the
altos and tenors becomes a dissonance in a minor seventh chord. This chord is held for
a beat and a half for emphasis but the quaver movement on the next beat emphasises the
need for resolution, even if to another minor seventh chord. The minor chord with a
minor seventh has proved an important one in this style. It works both as a consonance
and a dissonance and depending on harmonic context will take on a very different
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function as can be seen even just in these two bars (11-12). The end of bar twelve is
another rest, but the final seventh chord wants the piece to continue. It does with a
repetition in the lower three parts of ‘Ave verum’, while the soprano begins the phrase
‘natum de Maria Virgine’ again. Again the phrase (bar 13) begins on a seventh chord
to create forward movement. The little motive at ‘Virgine’ is repeated, although this
time beginning on a minor chord with an added sixth and the lower parts in inversion;
different, but still aimed at a sense of unity. The last chord of bar 15 is the much-liked
minor chord with added minor seventh, and here for the first time it resolved to a simple
major triad for a minim, followed by a minim rest at the first full stop in the text.

This analysis has been based on harmony, but melodic shape has not been neglected.
In each of the phrases (bars 1-2, 3-4, 5-6, 7-9, 9-12, 13-16) there is a rise and fall in the
melodic part (soprano except bars 5-6 where it is the alto), emphasised in the dynamic
instructions, and up to this point the melodic movement is entirely in step-wise motion.
This helps to create a sense of line and stability, particularly when the harmony is
constantly changing and erratic. It also helps with tuning in performance, especially
given the number of discords and seconds in particular to try to keep in tune, often a
difficulty.

The next part is louder (from bar 17), and the music is intended to reflect the agony of
the cross and the tearing of Christ’s flesh. Again it begins on the minor seventh chord
although now with chromatic alterations to increase the sense of agony through tension
and complexity, and this chord moves down in step in the second half of the bar. Bar
18 has triplet against duplet, tearing apart, as it were. This sense of the text is also
reflected in the contrary motion between soprano and alto, and tenor and bass parts; as
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well as in the false relations between E flat and E natural in bars 18-19. Each time
‘cruce’ is sung it is loud and very dissonant. On the second beat of bar 19 there is a
diminished octave between the alto and bass parts. In bar 21 ‘cruce’ again has
dissonance with a minor seventh between the upper parts and the tritone between the
tenor and soprano notes. The soprano part in bars 19 and 20 is all on one note. It is
flat, no movement, again representing death. The inverted pedal serves to heighten the
harmonic tension and the ear to the harmony such as in the opening of the slow
movement in Beethoven’s sixth symphony. It also gives the leap of pitch and dynamic
in bar 21 greater emphasis, and is almost like Christ making a last effort to hang on to
life. In bar 20, the breath is short, like the dying Christ’s last breaths on the cross must
have been. This also serves to hold the tension rhythmically before the repetition of the
text ‘in cruce pro homine’. The phrase ends on a major triad, as if suggesting that
death and end is a blessed relief after the horrible torture of the murder.

The next phrase grows out of a unison, the harmony becoming richer as if feeding the
harmony, representing the text. The opening unison G is a resolution of the previous D
major chord after another characteristic rest. The music is again soft and unhurried
rhythmically, contrasting to the previous phrase where quaver movement and rich
harmony increased the tension of the text. At ‘perforatum’ (talking of Christ’s broken
– perforated – body) there is a rending chord: F major with a third in the lower parts but
with the added fourth and minor seventh in the upper parts. This chord is also a
chromatic alteration representing a ‘breaking’ away from the key of the work. At
‘fluxit’ (‘flowing’) there are flowing quavers in the alto part; the only ones in this
phrase. This phrase ends on another seventh chord followed by a rest.

50

Like the previous phrase this is resolved to a unison which is again a resolution, but also
a sequence of ‘Cuius latus…’. The raised pitch in the melody and increased rhythmic
movement with the triplet in bar 28 increase excitement as emphasised in dynamics
with a short relief on the tenuto chord (a minor seventh again) at ‘mortis’ (‘mortality’).
This with the final resolution of this phrase in bar 30 to a major chord again, emphasise
the relief of death. This longer note and the following rest along with the
aforementioned release of harmonic tension create a point of rest before the next
section.

At bar 31 as the text again cries for ‘Jesu’, and the wailing motive from the opening
returns. It is almost a direct repetition musically. The major chord at the end of the
last phrase begins it, but the added seventh in the bass not only wants resolution but
leads nicely into the minor seventh in second inversion chord from the original opening.
‘Fili Mariae’ is the ‘descant’ in the soprano part in bars 35-36. It is appropriate that
Mary, a woman, is represented by the highest pitched voice, echoing the heroines of
opera and supported by settings of Mary’s Song (the Magnificat – see for example
Stanford in G with its famous treble solo). Again there is a long pause followed by the
same music as at bar 7. This final plead for mercy from the dying Lord gets softer,
slower and lower in pitch, as if hope and breath and life is running out. The repetition
of music from the opening also suggests a coming home to God in death. Again a
major chord ends the phrase at bar 43. The dynamics and pitch of the melody echo the
stresses in the words, and the last phrase again has one note (except for the final
resolution) for the soprano melody, again as a metaphor for death. The final Amen is
slow. The melody begins as a lower version of the opening wailing motive, but in
augmentation, again representing coming home, but also death in slowing and lower
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pitch. After harmonic tension in the penultimate bar (a minor ninth chord followed by
D major in second inversion) a major chord, low and very soft, ends this short motet.

The text uses very emotive imagery, and the music has been designed to reflect this in
its use of dissonance and dynamics at appropriate words.

3.1.2 Ave Maria

This motet was also written for the Choir of St James’ Church, King, Street, Sydney and
their Director of Music, David Drury. It again responds to the need for more
communion motets with texts proper to the Eucharist. This text, too, is very well
known, and although not specifically a Eucharistic text, the ‘Hail Mary’ is often said at
Mass in the Anglican and Roman Catholic traditions. It has previously been set by
composers such as Robert Parsons (d.1570), Tomás Luis de Victoria (1548-1611),
Anton Bruckner (1824-1896) and Igor Stravinsky (1881-1971), to name but a few.

The text can be translated as follows:
Ave Maria,
gratia plena,
Dominus tecum:
benedicta tu in mulieribus,
et benedictus fructus ventris tui Jesus.
Sancta Maria, mater Dei,
ora pro nobis peccatoribus,
nunc et in hora mortis nostrae. Amen.

Hail Mary,
full of grace,
the Lord is with thee:
blessed art thou among women,
and blessed by the fruit of thy womb Jesus.
Holy Mary, Mother of God,
pray for us sinners,
now and at the hour of our death. Amen.

Some composers have not set the whole of this text. Parsons, for example ends with
‘blessed be the fruit of thy womb. Amen’, just giving us the acclamation of the Virgin
Mother of God, rather than the prayer form; the exhortation for help coming in the
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second sentence. It was decided to attempt a full setting here as the text is so often
used complete as a prayer.

The word ‘Ave’ (‘hail’) is repeated several times at the beginning, each time adding a
part until all for vocal parts are singing. It begins in the highest voice, reflecting the
voice type of the Blessed Virgin that the music is invoking, adding the next part down
each time. The piece begins on the dominant (A – the tonic is D minor), and the final
‘Ave’ (at bar 8 ends on a dominant chord. Then all four parts begin in unison on the
tonic and the text ‘Ave Maria’ is repeated, getting louder; again like an invocation to
the Madonna. The insistence that she hear gets more and more intense. At bar 13
again the parts begin in octaves, echoing the entry at bar 9. Now, however, the unison
note is the dominant. At bar 16 the point of rest is again on the dominant. Following
are two polyphonic entries of the words ‘Ave Maria’, first beginning with the lowest
parts and building up, and secondly beginning with the top parts and growing down.
Both begin on the tonic. The opening section concludes on the dominant. The whole
of this section, which is in some ways an introduction, is a call to Our Lady, and is
based around establishing the key in preparation for a tonic entry. A sense of poise and
almost reserve as befitting such a well-known holy text is achieved by a stately tempo
and an abundance of thoughtful rests.

The next section begins the text again and the complete text is offered. It begins, after
the opening section which begins softly and grows, at mezzoforte – a confident call now
of ‘hail Mary’. It begins on the tonic with all voices in a comfortable part of their
range, giving the entry strength and solidity. The next phrase ‘full of grace’ (bars 28
and 31) gracefully decrescendos to a low and quiet major chord. It begins high on a B
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flat seventh chord moving to A minor seven, then D minor seven to the aforementioned
dominant major chord (bar 33). Again the use of rests and seventh chords as well as
sweeping dynamic changes can be seen as a feature of this style, in common with the
Ave verum corpus. ‘Gratia plena’ has an overall feeling of descent in pitch, an
acknowledgement (even if theologically incorrect by assuming heaven to be above,
although picking up on a historically well accepted view of heaven and earth) of grace
as coming from God, setting him even above His saints, such as Mary. This phrase as
well as the following few all repeat their texts in a musical reflection of the repetitions
of the opening section. ‘Dominus tecum’ again has a rise and fall in dynamic, echoed
in pitch and texture: the upper three parts go up and down in pitch with dynamic, and
the bass part moves in contrary motion increasing the range and depth of texture with
the dynamics, again representing the text, ‘the Lord is with thee [Mary]’, by showing
that the Lord is everywhere. The phrase ends (at bar 40) on a comforting major chord,
emphasising the text again with a hint that the Lord’s presence gives us comfort.
Again there is a significant rest before the next phrase. The opening section can be
seen as introductory, but as the work progresses, this declamatory style of short phrases
separated by rests can be seen to continue, linking the sections together stylistically, and
giving a sense of unity. The next phrase ‘benedicta tu’ (‘blessed art thou’) is set in a
comforting tonal sort of way, reflecting the text. It is given the musical instruction
‘dolce’, emphasising the harmonic sweetness here. ‘In mulieribus’ is repeated, the
opening of each forming a sequence. The next phrase ‘et benedictus fructus ventris tui’
(‘and blessed be the fruit of thy womb’) builds in pitch and dynamics representing the
growth of Christ in the womb, as Mary’s son. This phrase builds to its climax in the
next phrase: ‘Jesus’, which begins forte and decreases in pitch and dynamic, the three
lower parts moving together (a representation of the trinity: Father, Son and Holy
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Spirit), the soprano part being suspended from one chord to the next. The resolution of
the tonic major chord at bar 61 to the subdominant in the next bar is strong, and this
phrase reduces to finish on the tonic. The parallel fifths in the lower two parts here
echo bars 31-34. Again there is a significant rest following this section.

The next phrase can be said to be the beginning of the next section. The first words
‘Holy Mary’ again are ‘dolce’, ending on a major chord, the dominant. ‘Son of God’, a
strong text is loud and builds with more open chords on ‘Dei’, following the example
earlier of showing God is everywhere. As far as dynamics, the two loudest phrases in
this work are ‘Mater Dei’ (‘Mother of God’, bars 70-71) and ‘Ave Maria’ (‘Hail Mary’,
bars 15-16). This links the two sections of the prayer with similar emphases. It also
highlights theologically the reason for Mary’s significance: she bore God in human
form; she was quintessential in the Incarnation. ‘Santa Maria’ again begins on a minor
seventh chord. ‘Pray for us’ (bar 72) begins in close harmony but gets softer, and
‘sinners’ are represented with a diminished chord (bar 73) leading to the imperfect
chord of bar 74, a double suspension, before the resolution to the tonic at bar 75. The
next section is given the instruction ‘Largo’ as the text talks of death. It also gets
quieter. In some ways it is like a coda. ‘Now’ gets a bar to itself, separated by rest
from the rest of the phrase ‘and in our hour of death’. The soprano part stays on one
note (bars 79-81) – the stillness of death, as the lower parts close in, finishing on a very
quiet major chord, bunched towards the lower pitches. The Amen begins loud showing
the conviction of the text: ‘So be it’, but gets softer towards the hushed ending.
Musically it is the same as ‘Jesu’ (bars 66-70) but ends with a Tierce de Picardie.
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As a prayer this motet begins and ends softly, but rises and falls during the rendition to
represent the text. Thus generally a subdued dynamic level is used. At theologically
significant phrases as aforementioned, fortissimo is employed, but sparingly. Another
significant phrase is ‘Jesu’ (bars 62-66) and this begins forte. A sense of poise and
respect is sought with careful placing of rests and special consideration of the text. The
word-painting is significant, and even if not necessarily obvious, it heightens the
theological meaning of the words, presenting at least one interpretation of them, but
hopefully not stifling the listener to hear but that one meaning.

3.1.3 Salvator Mundi

This motet was written to complete the tryptic of Latin communion motets. Often, a
three-part painting (a tryptic) stands on the reredos, behind an altar where Mass is
celebrated. The beautiful Rubens painting in the Chapel at Kings College in
Cambridge, England is a great example. In this way the communion emphasis of the
motets is strengthened. Likewise, the symbolism of the number three is very strong
Biblically. A very powerful Biblical image is that of the Holy Trinity: God as Father,
Son and Holy Spirit. Johann Sebastian Bach (1685-1750) used number symbolism
extensively in his music, and the number three is very significant.

Salvator mundi can be translated as follows (pers comm Robert McLean, 24-vi-2002).
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Salvator mundi,
Salva nos,
qui per crucem et sanguinem
redemisti nos:
auxliare nobis,
te deprecamur,
Deus noster. Amen.

Saviour of the world,
save us,
you who by your cross and blood
have redeemed us.
help us,
we entreat you,
our God. Amen.

Again here, as in the Ave Maria, the opening call to the Almighty is treated as a sort of
invocation, being repeated but with a redistributed final chord such that the pitch is
higher, a more empassioned calling. ‘Salva nos’ (‘save us’) is almost pleading. This
is shown in the music by two dissonant chords resolving downwards, and the downward
movement is stressed in the dynamics and the voices moving toward a lower part of
their range, reducing the strain, as it were. ‘Salva nos’ is repeated (bars 8-10) and as
the first time reducing in dynamic and coming to rest on a major chord, the minor
chords resolving in a type of Tierce de Picardie, representing an answered prayer. The
next two musical phrases are treated polyphonically, and are a repetition of the opening
two lines: ‘Salvator mundi, salva nos’ again emphasising the pleading and calling to the
Almighty idea represented in this opening section. Following (bars 20-22) is a
repetition of ‘salva nos’ with the same rhythm as employed in bars 5-7 and 8-10. All
the repetitions of the first line: ‘Salvator mundi’, end on a version of chord I: Eminor7,
and all the repetitions of ‘save us’ end on E major. This emphasis on the tonal centre
helps create a sense of unity in this section while underlining the meaning of the text.
It also sets up the final resolution (in bar 60) to A major as well as leading into a form
of A chord at bar 24 when the next section begins. The first section concludes with a
bar’s rest, almost like a chance to catch a breath after all the pleading and calling to
God.
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The next section begins ‘who by thy cross’ and the top two and bottom two parts cross,
with the word ‘crucem’ containing a dissonance of a second on the first chord, and a
half diminished second chord. On repetition (bar 27) this word goes from a stable
chord to a dissonance (a seventh). The word ‘sanguinem’ flows in a short melisma,
representing the flowing of the blood of Christ. At this word there is also the first
chromatic alteration of the piece (excepting tierce de picardies). In ‘redemisti’,
redemption is represented by a purer form of harmony, as it were, ending on an open
fifth chord. This is understood here in the context of equal temperament tuning: the
third is not purely tuned, but the ‘beats’ of the open fifth are minimal. The concept is
extended here to act as word-painting. Likewise, the little polyphonic entries here are
resolved on this final chord, a point of rest.

‘Auxiliare’ uses chords from the opening, and again is repeated like a pleading. The
repetition strengthens this imagery. ‘Qui per crucem et sanguinem redemisti nos’ is
then repeated with a climax in pitch and dynamic on the word ‘cross’. Again, a
chromatic alteration occurs to heighten tension on the word ‘crucem’. This is really the
only loud section of the piece, rising to fortissimo in bar 42. A large decrescendo
follows, and as the text talks of redemption, this is displayed in the music through a
returning to the tonal centre of A. Apart from the very end, this is the only phrase to
end in A Major. This stresses the conclusiveness of the text; a representation of the
theology of grace: it is not our doing but God’s that we are reconciled to Him. It also is
intended to underline the message of this text.

As the music continues softly and subdued, the text entreats the Almighty act for us.
This is intended to be a somewhat tentative pleading, repetition again invoking that
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imagery from the opening. It is tentative because the text has already explained that
God has in fact acted: He saved humankind through the death of His Son. E minor is
again a point of rest, and this is extended with ‘Deus noster’, each ending with a tierce
de picardie in E. This extended harmonic pedal makes the final resolution to A Major
even more welcome and needed to the Western ear.

The Amen begins on an open chord, a reflection of this technique used hitherto for the
word ‘redeemed’. It ends pianissimo on a low and closely spaced major chord, in A, as
previously discussed.

Again, a close representation of the text was sought. It also seeks to reflect something
of the mood of this solemn moment of the Eucharist when communicants are receiving
the body and blood of Christ, anticipated to be its most common time of performance.
It was also intended to draw out a reading of the theology of the text. At the same time
as pleading for the Almighty to act on our behalf, it explains that God has done so, and
He has already redeemed humankind by the Cross. Although this piece can be viewed
as a miniature, it is hoped that its theological strength is brought to the fore.
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3.2 A Mass Setting for the Feast of Pentecost

Pentecost is often considered the third major festival of the church year after Easter and
Christmas, representing the birth of the Modern Church. It is also called ‘Whitsuntide’
and is a major feast of the Holy Spirit (or ‘Holy Ghost’ in older forms of English).
This is a wholly appropriate occasion to receive such a large-scale musical treatment as
the inspiration or ‘muse’ that the composer receives in order to go about his or her work
is often attributed in Christian circles to the Holy Spirit.

Specially in this setting, whereas usually a service will be comprised of a particular
setting of the ordinary, and some of the propers are sung, some said, from various other
sources; here both the propers and the ordinary have all been set to be sung, and all by
the same composer. This way the work has a sense of unity and completeness about it.
As this is very rarely a performance possibility the ordinary has been designed that with
the Acclamations can be seen as a Missa Festiva which can be used on its own.

The propers were taken from An Australian Lectionary for Pentecost Year A and A
Prayer Book for Australia (1995). The set readings from the Bible are as follows:
Acts 2:1-21
Psalm 104:26-36
I Corinthians 12:1-13
St John 20:19-23
Other texts, such as the introit and anthem texts have been chosen by the composer with
the service of Mass and the feast of Pentecost in mind. The whole setting comprises
twenty-three movements, some very short, some substantial. Those movements which
are from the ordinary, the propers and those where texts have been chosen by the
composer are as follows:
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Mass Ordinary:
Kyrie *
Gloria *
Gospel Alleluias
Credo *
Sursum Corda
Sanctus *
Benedictus *
Acclamation I
Acclamation II
The Lord’s Prayer
Agnus Dei *

Mass Propers:
Collect for Pentecost
Psalm 104:26-36
Epistle Lesson
Gospel Lesson
Prayer Responses
The Great Thanksgiving

Freely chosen texts:
Introit: God is Spirit
Processional Hymn
Gradual Hymn
Offertory Hymn
Anthem: Veni Creator
Post-Communion Hymn

The six movements outlined above and marked with an asterisk form the ordinary of the
Mass while the propers are set here for the Feast of Pentecost. All but the Psalm setting
are designed to be able to be used with other proper texts on other occasions. The
Psalm is usually newly set for each performance, even if the chant is taken from a preexisting setting.

The work is set for choir in four parts with organ but has some congregational parts. In
this way it is both cathedral and parish music, temple and synagogue liturgical music.
In the modern cathedral and larger parish church the musical establishment is often
under pressure to provide more for the congregation to do, but without diminishing the
role of the choir. For example, at St Andrew’s Cathedral Sydney the Choir sings a
choral setting of the Gloria, but the Kyrie and Sanctus are sung to congregational
settings. This does diminish the role of the choir. At St James’ Church Sydney, where
a cathedral-like worship tradition is maintained, on some occasions a Gloria with
congregational sections does not decrease the amount of choral music as the choir sings
most of this movement, but the congregation also takes an active role. This can be a
difficult tightrope to tread, and the style of combination I have presented here is one
possible way forward. There are also sections for the priest to sing, some for the
Deacon, and other solos, but these will be mentioned in more detail as the movements
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are discussed below. A sense of the liturgy is paramount in a liturgical setting such as
this, and it is hoped that here good and theologically sound texts with a sense of
occasion and liturgy are combined with an appropriate musical setting.

In the paragraphs below, due to the scope of this thesis, only the six standard
movements of the ordinary, the introit and the anthem will be looked at in detail. I will
attempt, however, a review of the work as a whole.

3.2.1 Introit: God is Spirit

Musically speaking, an introit is a piece of choral music to be sung at the very
beginning of a service of worship. Here the organ accompanies the choir in four parts.
The text is from St John’s Gospel (4:24) and is often cited as a sentence to begin
worship (as in A Prayer Book for Australia first order for Morning and Evening Prayer).
I chose to set this Scriptural Sentence as it sets the tone from the outset of this service as
a celebration of the Holy Spirit.

As an introit, this movement has been set fairly quietly, setting a mood of hushed
reverence and respect which I hope will draw the congregation into an appropriate
space to worship before the mood of joyful celebration that characterises the following
movements. The organ starts softly and playing at the extremes of its range, while the
choir completes the pitch range in the middle. There is an alto solo, which has a duet
with a solo four-foot flute stop on the organ and they share melodic motives. The
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chorus is whispering ‘God is spirit’ in strict rhythm. There is at least one part moving
on every quaver of the bar in this section. This constant movement represents the
movement of the Holy Spirit ‘like the wind’, a standard image of the Holy Spirit. The
whispering by the choir is a further representation of this image.

This first section is based entirely on two chords: the tonic and dominant over pedal
points. From the very opening of this mass setting the juxtaposition of the major and
minor modes is established. While the organ and choir chorus sustain the tonic and
dominant chords, both with added ninths, the alto solo and organ left hand parts use
forms of the natural minor scale. Not only is this intended to sound mysterious, but
emphasises the often unexpected or surprising manifestations of the workings of the
Holy Spirit, according to theologians.

There are canonic points of reference between the alto and organ solo parts: alto bars 56 and organ bars 4-5; organ bars 5-6 and alto bars 8-9; and alto bars 6-7 and organ bars
8-9, although this last one is a tonal rather than exact repetition, again underlining the
major-minor mode juxtaposition. The solo begins on the note G with just a step up on
the word ‘spirit’. This draws attention to this word, but the musical idea is reiterated at
the cadence in bars 10-11 with all the chorus parts ending with step-wise motion.

The second section (from bar 13) begins with the choir on a unison middle C, now
moving homophonically and singing with full voice (not whispering) and without the
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alto solo. It begins to move by step, picking up on that motive from the opening
section. It grows in dynamic and the organ, silent at the beginning of this section,
enters (in bar 16) with a toccata-like accompanimental pattern played quietly on swell
strings over a sustained and slow moving pedal part. Again the left hand of the organ
part has a solo flute stop developing motives from the choral parts. The shape of the
phrases is very similar to the opening, as is the use of both triplet and quaver movement.
Again there is a use of both tonic major and minor chords, but the latter are now also
developed to move to the chord on the flattened sixth. The move to the chord on the
flattened sixth is typical in of my works. It is a logical progression in that here, for
example, the sixth chord resulting is a French augmented sixth chord, and as this
substitutes for chord IV, is a smooth progression from Chord I. It can also be seen as a
simple pivot on the tonic, which becomes the third in the new chord.

From bar 20 the upper two parts are in canon at two beats and at a fourth in pitch with a
motive taken up four bars later in the organ flute part (bars 23). The tenors and basses
sustain ‘God is Spirit’ on longer note values, joining with upper parts at ‘and those who
worship him’ although beginning in diminution of the upper voices entry. The organ
does a similar thing with its solo entry in bar 25-26. On the word ‘truth’ a chord on the
flattened sixth is used in a sort of interrupted cadence, which although heralded in the
previous phrase is perhaps an unexpected end to this section.

This leads in to a repeat of the opening section of whispered chorus parts, hissing the ‘s’
of ‘spirit’, with the alto voice and organ flute stop solos. Although, musically, ternary
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form is a common structure, it also serves here to remind the listener of the constant
presence of the Holy Spirit. It is all around us, always. Bar 38 has all parts singing the
word ‘truth’. These entries happen on every quaver beat over a two beat period. This
is a continuation of the constant quaver movement in the first and third sections. At bar
39 All parts sing in full voice, albeit softly, ‘God is spirit and truth’, a diminution of the
text. It begins on the chord of the flattened sixth as if continuing where the end of the
second section left off; but this time resolves to the tonic at the end, but on an open fifth
chord on ‘truth’, a representation of that word musically, where fifths and octaves are
the most accurately or truly tuned in equal temperament. The organ finishes the piece
with a further little flute solo which picks up on several earlier motives – the descending
three notes, the triplets, the opening rising leap, and the flattened sixth and third.

This movement is intended to sound slightly mysterious; spiritual, and yet welcoming.
It sets the scene in text and music for a celebration of the Holy Spirit.

3.2.2 Kyrie

This is the first movement of the ordinary of the Mass. This traditional text is in Greek
and can be translated as follows.
Kyrie eleison.
Christe eleison.
Kyrie eleison.

Lord, have mercy.
Christ, have mercy.
Lord, have mercy.

Often each petition is sung three or nine times, a symbol of the Trinity. The present
Kyrie is a three-fold setting.
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The theology of the Kyrie is still a point of contention. Many believe that only one of
the three first movements of the ordinary is necessary (Kyrie, Gloria, Trisagion)
according to the liturgical season (as for example in the Book of Common Prayer of the
Episcopal Church of the United States of America, Order for Holy Communion).
However, the English and Australian use is to sing the Kyrie and either the Gloria or
Trisagion (in Lent) or omit the Gloria altogether (as in Advent). In this way the Kyrie
can be seen as either an invocation to God to enter into worship with his creations, or as
part of the penitential rite (confession and absolution). Although it is not necessarily
up to composers to decide the liturgical use of this movement, their settings of the text
often suggest a particular line of thought. The present setting begins and ends with a
tense setting of the first petition. It also has a much brighter middle petition. In that
way it leaves the theological understanding to the listener and conductor, preferring
instead not to limit the meaning of the text.

In the key of C minor, this movement begins chromatically, highlighting, as in the
Introit, a feature of the whole mass – a tension between the major and minor modes, and
in particular the major and minor seventh (or second in inversion). The parts enter a
bar apart rising in pitch emphasising the interval of a semitone. Like the opening
section of the Introit, the first nine bars of the Kyrie are all based on two chords,
although here it is I and IV, not V. The second statement of ‘Kyrie eleison’ begins
after a short organ interlude where the descending pedal part again confuses the
major/minor relationship by using the ascending form of the melodic minor scale. It is
also a form of inversion of the opening rising seconds motive. The voices again enter a
bar apart, but this time beginning with the highest voice. Again only two chords are
employed: V and its half diminished secondary seventh. This is climax and the highest
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point of pitch in this section. In the third statement of ‘Kyrie’, all parts begin together,
but this time the alto and bass parts outline the descending from of the melodic minor
scale. The harmony is based on chords a semitone apart (vi, V7, viio7, V, V4-3),
developing the semitone motive from the opening. The petition finishes in the tonic
and flows into the next section with another short organ interlude which sets the new
key (the dominant minor) with the note a semitone below and a tone above it (the
secondary dominant chord) the bar before, again mixing the major/minor
seventh/second motives.

The second petition (bars 27-41) has homophonic choral parts with long sustained
chords over an organ part of short detached notes of a broken chord played in the right
hand on a solo flute and accompanied by quiet strings and pedal. The style of
registration is reminiscent of the introit, and also sets the tone for other movements to
come (such as in the Sanctus where a similar motive is employed). This petition is a
contrast to the first. Each petition of ‘Christe eleison’ is much shorter (3-4 bars each
instead of seven), reflecting a hierarchical approach to the Holy Trinity. Also, the
melodic interest is in the patterns in the organ part here, and the long sustained chords
in the choir parts need to be manageable in one breath. The harmony tends to outline a
cycle of fifths rather than the movement in seconds. This is deliberate and emphasises
the tonal nature of the work early in it. It ends with a Tierce de Picardie by the choir,
again stressing the major-minor tension, and another short organ interlude where the D
flat and B natural move in contrary motion to the returned tonic key, again confusing
the seventh relationship.
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The Tierce de Picardie is a constant feature of the work as a whole. Not only does it
blur the lines between major and minor tonality, but it draws attention to the third of the
chord: again a symbol of the Trinity.

The right hand of the organ part then plays the descending form of the minor scale again
before a repetition of the opening petition with a more drawn out ending in the tonic
major key. This is a relief in a dark sounding movement, and also emphasises the joy
at the arrival of the Almighty, or at a sense of forgiveness. It also hints at the Gloria, a
joyous movement to follow after the Absolution (if used here – An Australian Prayer
Book gives options for the penitential rite to occur later in the service).

Again ternary form is used, as in the Introit, but this is a very common technique in
Kyries, as it is the form of the text. The form is then three sets of three, again a
representation in words and music of the Trinity.

3.2.3 Gloria

This movement and the Credo share both similar compositional devices. Both are from
the ordinary of the Mass, but many mass settings no longer include a setting of the
Credo – it has been said as part of Parish Mass rather than sung as the norm for many
years now. Some parish priests have argued that this is because the people should be
able to declare their faith and cannot do so if they do not know the musical setting being
used (pers. comm.), but more often than not it is seen as a way of saving time! Some of
the points in common in the Gloria and Credo are as follows.
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Firstly, both include a congregational response in a setting otherwise for choir in four
parts with organ. The response is in Latin, whereas the rest is in English according to A
Prayer Book for Australia. In the Gloria the refrain is ‘Glory to God in the highest.
Alleluia.’ The ‘Alleluia’ is not strictly part of the text, but it was decided to add it in
the vein of a Missa Festiva, and Pentecost is a major feast. The response is rehearsed
with the congregation, and this rehearsal is written in as part of the setting. That is to
say, each time the response occurs the organ plays the same introductory bar (except in
the last refrain of the Gloria where it is a little embellished, but still noticeably the
same). Also, at the beginning of the movement, the choir sings the response in unison
once and then the congregation repeats it with the choir singing in harmony, although
one part in the choir is always singing the congregational part with them. This means
that if it is decided to perform the setting as a choral work, it does not matter if the
congregational part is omitted. This, too, emphasises the cross-over between the
cathedral and parish music traditions, or that of the temple and synagogue. The
response is as follows:

There is a combination of congregational and choral music in this setting. Indeed,
some movements are choral only, some are for choir and congregation in unison, some
use the organ, and some (like the Gloria and Credo) are all of these.

Secondly, the Credo and Gloria are similar in that they are both joyful exuberances.
They have bright and cheerful, catchy melodies; toccata-like organ accompaniments;
rhythmic imperative; lively musical ideas (like the loud organ chords on off beats in the
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Credo); and offer praise and joy to the God who created us to enjoy his world.
Consequently, they are less sophisticated harmonically than the other movements, but
are well suited to a joyous feast like Pentecost. In many churches the congregations are
asked to wear red at Pentecost as a symbol of the Holy Spirit, and balloons and the like
make liturgical appearances. These two movements pick up on this almost childlike
exuberance, and are offered as gift to the Spirit.

Thirdly, there are short sections when the organ is silent and the choir sings
unaccompanied. These are at the time when a traditional congregation would bow or
genuflect, and is represented musically by rests in the organ part and the choir singing a
capella, reminding us of the innate sense of reverence of the unaccompanied music of
the sixteenth century and of plainsong. A genuflexion is a physical reverence; the
unaccompanied sections in the Gloria and Credo are intended as musical ones.

Fourthly in both these movements there are short phrases where a musical repetition or
sequence seems to fit the metre of the text. For example:
we worship you,
we give you thanks
we praise you…
For you alone are the Holy One,
you alone are the Lord,
you alone are the Most High

in the Gloria, and
God from God,
Light from Light,
true God from true God

in the Credo. This is emphasised in the music.
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To consider the Gloria in particular, there is a congregational rehearsal written in as the
opening, as aforementioned: the standard one bar introduction leads in to the choir’s
unison statement of the refrain, followed by the congregation repeating it with the choir
singing in harmony, but all the time doubling the congregation (it swaps from the
soprano part to the alto for the soprano descant on the ‘Alleluia’). This gives the
congregation support, although it is also doubled by the organ, while making the idea
work musically if the congregation part is omitted.

At bar 11 the first part of the text in English begins. This is tuneful and bright, the
opening of the melody outlining tonic and dominant notes not unlike a joyful bugle call.
This melody is repeated at ‘Lord God, heavenly King’ as in similar works by composers
such as Sir Charles Villiers Stanford (1852-1924) where tunes are adjusted to fit new
words in through-composed works. At ‘we worship you, we give you thanks, we
praise you for your glory’, as aforementioned, there is a sequence which builds up to the
word ‘glory’ in volume and pitch, and then leads into the joyful refrain.

In the next section, there is an unaccompanied part at ‘Lord Jesus Christ’, a time to
bow, and this section is more subdued as the text contemplates the ultimate sacrifice
paid by Christ on the cross. This section is in the relative minor key. At the word
‘sin’ (bar 37) the melody rises as if the sin is disappearing, before the unaccompanied
and unison ‘have mercy on us’, again a quiet penitential phrase. ‘You are seated at the
right hand of the Father’ introduces a triplet motive which is used again at the very end.
‘Receive our prayer’ is again unaccompanied and in unison. At bars 39 and 43 there is
an ascending scale in the organ, which echoes bars 10 and 29, and is an oft-used motive
leading into a new section in this work. At the end of this paragraph in the text there is
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another refrain which sets the tone for the acclamations of the next and final paragraph
of this movement.

The toccata-like accompaniment in the organ returns in this section, which is again
joyous and praising in its text, in contrast to the middle section. The next three phrases
(‘For you alone are the Holy One, you alone are the Lord, you alone are the Most
High’) all begin the same way, and ‘Most High’ indeed becomes so, with the sopranos
singing a top A. ‘Jesus Christ’, another genuflection or bow, is unaccompanied, but
not quiet or low now. The final lines have increased movement rhythmically and
harmonically (with some changes in harmony on every beat rather than twice a bar)
towards the long and loud ‘amens’ which lead with an embellished introductory bar (bar
63) into the final refrain. The ‘Alleluia’ in the final refrain is augmented to half time,
and the triplet motive is reintroduced in the organ part, and ascends to the final organ
chord which includes and added ninth which, with the added seventh in the penultimate
chord, is a reminder of the second/seventh tension of the Kyrie.

3.2.4 Credo

This movement as aformentioned is paired musically with the Gloria and was looked at
in some detail in the paragraphs on that movement above (3.2.3), and the similarities
and techniques in common will not be reiterated. However, the following points are
worth noting,
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Again the response rehearsal is written in to the beginning of the movement, but as the
response here is three lines, each is sung in unison by the choir and then repeated by the
congregation with the choir singing parts before going on to the next line. Before each
congregational entry the organ plays a scale descending from the dominant to the tonic
on a solo trumpet stop (see bar 11, last two quaver beats, for example). This gives a
clear guide to the congregation as to when they are expected to sing. It is also played
before the first choral entry (bar 9) to give an indication of this expectation. In
subsequent repetitions of the refrain, the three lines are rendered without repetition and
the organ plays the congregation’s part on the solo trumpet stop on each repetition.

In the first paragraph of the text (bars 26-34), the organ pedal part plays a canon with
the soprano melody. Many of the sudden loud organ chords include added notes,
particularly the ninth, as reference again to earlier movements.

The second paragraph (bars 43-97) begins with a sudden change of key to the medient
major. Again the pedals begin with a countermelody offset against the choral parts.
At bar 51 there is a return to the tonic for the three phrases ‘God from God, Light from
Light, true God from true God.’ The harmony is the same for each of these petitions,
but the choral parts get higher for each, and the organ’s solo trumpet tune (tenor part
bars 52 and 54) begins higher on repetition. The next section is softer and more
mysterious, but without losing the momentum or energy of the opening sections. The
organ’s toccata-like accompaniment is reduced to an alternation between two chords or
notes, and the choir is reduced to two parts (doubled in octaves) or is in unison. An
echo of the scalic trumpet tunes (bars 52 and 54 as aforementioned) appears, but this
time more quietly and descending. ‘For us and for our salvation he came down from
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heaven’ returns to the former style, but descends in style and pitch and dynamic as
suggested by the text. The next section is another musical genuflection and is thus
unaccompanied, ending in unison (‘was incarnate of the Holy Spirit and the virgin
Mary, and became truly human’). On the word ‘crucified’ a minor chord with minor
seventh is created chromatically as a depiction of the agony, but inspiration was taken
from Parry in that although noticeable, it is not a harsh discord. ‘He suffered death and
was buried’ is again by unaccompanied voices in unison to the same melody as hitherto,
but a tone lower. An ascending organ scale announces the return to the original style
for ‘On the third day he rose again’. At ‘he will come again in glory’ a new style of
toccata accompaniment begins in the organ part. This section then rises in pitch and
dynamic to a repetition of the refrain at bar 98.

The next stanza begins with a repetition of the music from the first, although phrases
end in different keys on occasion. ‘Is worshipped and glorified’ is unaccompanied as
another musical genuflection, although it remains in four parts. The organ part reenters
with a hint of the second toccata form before reverting to the first. ‘We believe in one
holy catholic and apostolic church’ repeats musically with ‘we acknowledge one
baptism for the forgiveness of sins’, but with an organ descant on the solo trumpet stop.
‘We look for the resurrection of the dead’ begins musically the same way, but for
‘resurrection’ the melody rises dramatically, while the organ part adopts the second
form of toccata again. This section concludes with two high statements of the word
‘amen’ before a final refrain (beginning at bar 138). In the final line of the final refrain
the organ has another descant on the solo trumpet stop. The movement ends with a
dramatically shouted ‘amen’ followed by a loud and short organ chord with the added
ninth again.

74

3.2.5 Sanctus

This movement from the ordinary of the Mass is set here for choir and organ. There is
a prolonged organ introduction which begins quite low in pitch and volume and builds
with decreasing rhythmic note values and in pitch and dynamic to the entry of the choir.
The movement is in C minor, but the entire introduction is a decorated C minor7 chord.
It is another example of the seventh/second tension. The seventh chord due to its need
to resolve also heightens tension, but the resolution expected would be to F minor, the
subdominant. Instead, when the voices enter there is a chord on the flattened sixth: A
flat major (again with an added seventh). By going to a major rather than minor key a
brightness is added for the word ‘holy’ – the heavenly choirs singing in praise of God
the Father. The first four tones of the introduction are all a second apart, again
emphasising this interval, and in bars 3-7 the addition of the chromatic tone of D flat
confuses the tonality and again adds a dissonant second. It does, however, hint at the
unexpected resolution to A flat major. It is also an echo of the opening of the Kyrie.

At the entry of the voices in bar 8 there are sustained choral parts over the staccato
organ part, similar to the ‘Christe eleison’ petition in the Kyrie. Here, however, it is
much grander and louder. This section ends on a loud seventh chord from the organ,
again pointing towards the tension between major and minor sevenths and seconds.

This tension is further increased in the next section (bars16-25) where a short motive for
‘heaven and earth’ is treated with contrapuntal entries, but includes the step of a minor
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second – the chromatic D flat from the introduction. This section is unaccompanied,
but builds to ‘God of power and might’ when the organ rejoins with a scale reminiscent
of the Gloria and Credo, leading into ‘Heaven and earth are full’. After this darker
sounding section the resolution to G Major7 (the dominant seventh) is refreshing, but
again an unexpected resolution to A flat major occurs. As in the Kyrie, the A flat chord
substitutes for chord IV, as outlined above.

In this section (bars 27-34) there are sustained chords for the choir again, but the organ
is now playing a slow version of the toccata-like accompaniment from the Credo. At
the word ‘hosanna’ it begins the staccato style again from the opening choral entry of
the Sanctus. This movement is basically in C minor, but the ‘hosannas’ are in C Major
and the choral parts enter a beat apart descending from the soprano part on a C Major
triad. All parts are quite high in their range and there is an optional top C for the
sopranos for the last chord of this movement. It finishes with the organ’s chord
including an added ninth and flattened seventh, again underlining that tension.

3.2.6 Benedictus

This movement flows straight on from the Sanctus and begins in the dominant minor: G
minor. There is constant movement in the organ part – in crotchets in the manual parts
and in minims in the pedal. This is meant to evoke the image of walking or plodding
and musically describes the text: ‘Blessed is he who comes in the name of the Lord.’
This plodding is emphasised in the first few bars of the choir parts with constant
appogiaturas in crotchets in the inner parts. The choral parts, from their entry, have a
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similar motive to the organ introduction, and the organ begins a descant, but the
crotchet and minim motive continues in the left hand and pedal. This section ends with
a G major seventh chord, again stressing the seventh tension, but also leading into the
‘hosannas’ which are in C Major, and are the same as in the Sanctus, further connecting
these two movements. The final chord, while maintaining the added ninth from the
Sanctus, no longer includes the added seventh.

3.2.7 Agnus Dei

This is the final movement of the Mass ordinary, and brings to a head the tension
between the major and minor sevenths and seconds. The motive from the middle of the
Sanctus (bars 16-22: ‘God of power and might’) becomes even more important
melodically, and begins in the organ introduction of the Agnus Dei. The minor second
is contrasted with the tone step to the flattened seventh simultaneously (bars 2 and 4, for
example). In bar 6 this is extended by transposition to the flattened sixth. This second
is resolved (the notes G and A flat becoming F and A flat) to chord IV (with added
notes in the right hand part), reflecting the Kyrie and Sanctus where the chord on the
flattened sixth substitutes for chord IV. Here that is in fact the resolution of the second
dissonance, again highlighting the Agnus Dei as the harmonic culmination of the
ordinary. With the sixth and seventh in question, the major and minor modes are also
confused. The soprano and alto parts enter with the same melodic motives as the organ
introduction over a tonic pedal. This with the increase in dynamic and clashes of tones
and semitones increases tension. All four choral parts sing ‘have mercy on us’, and
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despite the resolution to the dominant (major) and release of the pedal point, tension is
quickly built up again.

Another organ section continues and builds in pitch and dynamics. Again there is a
pedal point, now the dominant, but there is still a flattened seventh (F natural) and
flattened second (A flat: bars 23-36). The second entry of ‘Lamb of God’ is sung by all
four parts forte. It is also in the tonic major mode, a realisation of the mode previously
mentioned confusion, and somewhat unexpected after the rather sombre and dark
opening. Again there is a tonic pedal point. The tonic minor is reintroduced (bar 33),
and this section calms to ‘have mercy on us’ which is a repetition of the first section
(bars 18-21).

Another organ interlude over a dominant pedal continues, again obscuring the tonality
with both dominant major and minor represented. The final choral entries begin in the
lower two parts with the same melodic motive as the beginning. At ‘grant us your
peace’ there is a slowing of harmonic and rhythmic pace, like to the peace of death
when one’s heart is ultimately slower. The suspensions in the tenor part here outline
the interval of a second again. The cadence is Vminor9-I Major/minor. The tonality is
confused: the dominant chord has a minor third but added flattened seventh and ninth
(where one would usually expect a major chord, there is a chord containing three minor
thirds), and the final chord is both C major and minor, including E natural and E flat.

3.2.8 Anthem: Veni Creator Spiritus
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This anthem was written for Bishop Richard Hurford, Bishop of Bathurst for the
occasion of his consecration as a bishop in the Church of God in St Andrew’s
Cathedral, Sydney on 10th February, 2001. It was performed on this occasion by the
Choir of St James’ Church, King Street, Sydney directed by David Drury. It was again
performed at a Votive Mass of the Holy Spirit and pastoral leave-taking on Bishop
Hurford’s last Sunday as Rector of St James’ Church, King Street, Sydney on 10th
March, 2001.

The text is based on the ancient Latin text Veni Creator Spiritus, from which the work
takes it’s name. This text is from the Book of Common Prayer, 1662 (p593), and is
used in the services for the making of Deacons, for priesting and for the consecration of
a bishop, rewritten into English by John Cousin (1594-1672). (The New English
Hymnal, p311).

1.

Come, Holy Ghost, our souls inspire,
And lighten with celestial fire.
Thou the anointing Spirit art,
Who dost thy seven-fold gifts impart.

2.

Thy blessed Unction from above
Is comfort, life, and fire of love.
Enable with perpetual light
The dullness of our blinded sight.

3.

Anoint and cheer our soiled face
With the abundance of thy grace.
Keep far our foes, give peace at home:
Where thou art guide, no ill can come.

4.

Teach us to know the Father, Son,
And thee, of both, to be but One.
That, through the ages all along,
This may be our endless song:
Praise to thy eternal merit,
Father, Son and Holy Spirit.
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The music quotes the ancient mode viii plainsong tune for this hymn, although some
transposition has occurred in part of the tune, and it has been set in a regular metre (with
one four beat bar). The original plainsong tune (transliterated into modern notation) is
as follows (The New English Hymnal, p311):

This plainsong melody, as well as being transposed in places is also presented in
organum, in stretto entries, and in short canon in places, as well as being variously
harmonised. Following is the regular metre version adapted from the more common
form of the melody than the original presented above.

The melody of the third verse is based on a musical spelling of Bishop Hurford’s name.
It is worked out as follows:
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Musical notes:
A
B flat
C
D
E
F
G
B natural

Alphabetical letters
I
Q
J
R
K
S
L
T
M
U
N
V
O
W
P
X

A
B
C
D
E
F
G
H

Y
Z

It was decided to use each letter of the alphabet given that the name being set was
English, and the work was in English. Thus, I and J are treated a separate letters, and
the like. This meant that the Bishop’s name spelled as follows:

R I C H A R D
Bβ A C Bν A Bβ D

W A R W I C K
G A Bβ G A C C

H U R F O R D
Bν E Bβ F G Bβ D

This melody first appears at bar 59, although from part way through bar 62 (at the
second letter of Hurford) it switches from the tenor part to other parts. Nonetheless, the
quotation of the name is complete.

In the service for the consecration of bishops in the Book of Common Prayer, 1662, this
text can be seen as an invocation to the Holy Spirit (Holy Ghost in 1662 language).
Thus, a mantra-like repetition of the word ‘come’ is used to form a two bar unit which
in turn is repeated. The continual recurrence of this section throughout the work also
echoes the mantra quality. The repetition of a short unit is a technique often seen in
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modern music, both art music and popular/rock music. Here this is contrasted with the
plainsong of the first theme. Below is the mantra-like two-bar unit.

Half way through the verses in which this mantra-like ostinato is used the tenor part
varies, singing ‘Come, Holy Ghost, our souls inspire’, but it is still part of this two bar
repeating phrase. Over the top of this ostinato sung by altos, tenors and basses, the
sopranos sing the plainsong tune in a 6/8 rhythm. It changes pitch half way through the
verse, though, in order to fit in with the harmony of the ostinato. This forms Section A.

Section B is a repetition of the words of verse one. The altos, tenors and basses now
sing the plainsong tune in parallel fifths, in the style of organum. Organum is a
Medieval technique and is a reflection of the age of this melody. Over the top of this,
the sopranos in two parts have a delicate ‘Ah’ verse. These descants end the verse in
three parts with the altos. This upper layer contrasts the lower voices but holds the
work in its modern context with constant reminders of tonal rather than modal harmony.
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Section C is verse two of the text. Here a new melody is introduced in the soprano part
and is harmonised by the three lower parts. This melody is completely original. It was
worked out so that it would fit in counterpoint with the ‘Hurford’ melody of the third
verse and the plainsong tune. This section segues into a repetition of the section A
music, but with the words of the second verse repeated.

Section D is another new melody. This is the melody based on Bishop Hurford’s name
as outlined above. It is sung primarily by the tenors and harmonised in the style of a
faux-bourdon by the three surrounding parts. Again, an older compositional device,
here known from the Tudor period, echoes the age of the text, and stems from about the
time the text was translated into English in the form used here. Following is another
repetition of the A section music, but now the text of the third verse is used.

The fourth and final verse represents a splitting of the parts into double choir
proportions (SSAATTBB). It includes plainsong tune sung by the altos (both parts in
unison) to the words of verse four; the Section C tune sung by the second sopranos to
the words of verse two, as originally; and the Hurford melody of Section D sung again
by the tenors to the verse three words. These are all sung simultaneously. This is all
harmonised by the first sopranos and three lower parts singing ‘Ah’s as did the sopranos
in section B. It could be said that this section is a repetition of Sections A, B, C, and D
all at the same time.

At bar 95, the final two line coda of the plainsong melody is begun. Although ε=ε,
there is one 4/8 bar here. The new text of the coda is sung, and all parts are singing in
parallel fifths, like the organum of section B. In the second half of bar 97, all parts go
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into harmony with the melody sung in octaves by the second sopranos and second
tenors. The two alto parts also divide here, and for the first time.

Then follows an ‘Amen’ where the second sopranos and second altos begin like the
melody of section C, but now in parallel fifths like the section B organum. The first
altos and second tenors begin the plainsong tune again, but also in parallel fifths.
Gradually the other parts enter, including the second tenor again with the plainsong
melody in canon, or perhaps more correctly in ‘stretto’, as it is not a complete quotation.
The first soprano entry echoes the opening of the Hurford melody of section D. Each
part builds to a fortissimo ending in D Major, and unexpected change of key. It does,
however feel finished, and the almost unrelenting quaver movement of the plainsong
tune finally comes to a halt.

This last page underwent some revision. It finished in a variety of keys including B flat
major, until the present ending was settled upon.

The final form of the work can be seen as:

A, B, C, A, D, A, A/B/C/D, coda (E), Amen.

Even then, the coda section includes a section of the plainsong tune, and although it
uses techniques not hitherto used, it does represent section A. Likewise, the Amen uses
motives from sections A, B, C and D. Thus, the entire work, which runs for over five
minutes, is based on a comparatively small amount of musical material, in a sort of
Rondo form.
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In some ways this is a very dense and complicated work, but the ‘come’ mantra gives it
an air of serenity and peace, as does the calm of the final chord. Likewise, plainsong
has something innately spiritual about it, and a sense of this imbues the work. It is
also, however, imbued with a sense of the Holy Spirit, being as it is a text proper to
feasts of the Holy Spirit, such as Pentecost and ordinations.

The musical credibility of this work lies in its use of some ancient techniques and an
ancient tune for some effect that are worked in a way which represents modern
compositional style. Likewise the ancient theology of the text is combined with
modern interpretations and ecumenical ideas such as the mantra-like motive. In these
ways it is hoped that of the American Bishops’ four criteria, the musical and theological
stature of the work is assured and appropriate to this time in history.

As to its liturgical appropriateness, the situation surrounding the occasion it was written
for needs to be examined. Moving from a quiet part of the consecration ceremony, this
anthem was to be sung while the newly consecrated bishop went to the vestry to be
robed in the attire of a bishop. Thus, the high point of his return needed to be reflected
in the music. Consequently the whole piece is like a gradual crescendo, not only
getting louder but more intense as parts are added and more motives happen
simultaneously towards the end. The upper voices also end higher in their ranges, and
a wider pitch range with denser harmony ensues. The work has also been sung as a
communion motet, but for a festive occasion, a Votive Mass of the Holy Spirit and
pastoral leave-taking on Bishop Hurford’s last Sunday as Rector of St James’ Church,
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King Street, Sydney. In this case the big ending worked well, and led into an organ
improvisation.

As to pastoral appropriateness, this must be judged in the light of public response to the
work’s two performances. Bishop Hurford was certainly very touched by the work’s
composition and performance, and it was he that requested it be performed the second
time. A great many people in the congregation on both occasions greeted me with
positive accolades. Indeed one lady said that she hoped that this piece would ensure
the composer was remembered in history! Copies of the score were also requested by
other choral directors, including a cathedral organist, and another would like to record it
on his choir’s next compact disc. That being the case, it seems that the work
communicated with a number of people and presumably on a number of levels. It is
hoped that Veni Creator Spiritus can be regarded as a ‘good’ piece of church music.

3.2.9 The Hymns

All the hymns were chosen because of their connection with the feast of Pentecost. ‘To
the Name of Our Salvation’ is a praise hymn drawing attention to God the Father and
the Son, and by virtue of the Trinity, the Holy Spirit. It focuses worshippers on God as
the beginning of mass. The tune is a revision of an older tune I wrote in 1991, and is
traditional in style as is the text. There is a match of tune and words in genre and style.
Likewise the text was translated in the nineteenth century, and hymns of this period
often included modulations and chromatic alterations of the sort included here.
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The gradual hymn, ‘Father Eternal’ draws attention to the Holy Spirit particularly in its
last verse: ‘How shall we love thee, holy, hidden Being?’ Its style is more
contemplative and organic with more irregular phrase lengths, rhythms and melismas.
This is to reflect the text. It is quite a contrast to the offertory hymn, ‘Christ the Lord is
risen again!” which has a much more regular metre and shorter phrases in its text.
Likewise the music has regular two-bar phrases, with just the ‘Alleluya’s bearing a
change with two bars in triple time, a metaphorical challenge or prod from the Holy
Spirit!

This hails the last hymn, ‘Praise the Restless, Roving Spirit,’ which contains the line:
[the Holy Spirit is] ‘quick to comfort, nudge, and prod!’ Here the words were written
to go with the tune. The tune was intended to be modern in style, which was what
captured the attention of the text writer, the Rev’d Prof. Brian Wren. He liked it being
‘contemporary’. Thus the tune itself can be seen as a prodding of the Holy Spirit!

3.2.10 The Plainsong Movements

These are all simply arrangements of the standard plainsong settings. These are what is
known by most priests, and hundreds of years have shaped them to fit seamlessly into
the liturgy. The Collect is the standard Festal Tone (as set out in The Cathedral Prayer
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Book, Appendix p.60). Here it is pointed for the Collect of the Day from A Prayer
Book for Australia, Year A, and set with a simple choral Amen. Usually with a
plainsong setting one would expect a unison Amen.

The four other plainsong movements in this Mass are set with organ accompaniments as
a way of emphasising the festal nature of the feast of Pentecost, and as a point of
departure from the norm. These movements are: the Epistle and Gospel tones, the
Sursum Corda and the Great Thanksgiving. The Epistle and Gospel tones are set out in
The Cathedral Prayer Book (Appendix pp61-2), but normal usage for the parts in
inverted commas in the Gospel has been adhered to: to recite on the note below.
Included here are some organ chords to be played under the various phrases of the
plainsong as appropriate. Which actual version of the chords (several are offered) go
with which phrase is left to the organist’s discretion. It is possible to see it as a
concession to that twentieth century phenomenon aleatoric music.

The Sursum Corda is a dialogue between priest and people, and has been set with the
choir singing in unison with the congregation. More often than not this would be sung
unaccompanied in performance, but as a point of departure it has been set here with an
organ accompaniment for the people’s sections. Indeed, even the organ giving the note
to the priest has been written out. This movement flows straight into The Great
Thanksgiving.

The Great Thanksgiving would usually be sung unaccompanied by the President of the
Mass. The rhythm is flexible and has thus been set here in a form of modern plainsong
notation, but not all notes will be of equal value. The organ accompaniment has been
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written with timed note values, but simply for ease of reading. The organist should
follow the speech rhythm of the priest singing. The Doxology at the end of this setting
occurs after the Sanctus and Benedictus (which occur immediately after The Great
Thanksgiving), and the Consecration of the elements (which is said, but includes
Acclamation I). It is then followed by Acclamation II.

3.2.11 Psalm 104:26-36

This is a setting of the Psalm as appointed for the day in the Lectionary. The
translation from A Prayer Book for Australia is used. It is set to Anglican Chant, a
method of chanting with a pointed text indicating how to fit the words to the music. A
key for the pointing may be found in Appendix F.

Here, too, a response is set, based on a verse of the Psalm. The method of performance
would be that the organ plays the response once. This is repeated by the choir in
unison with the organ and then again with the choir singing harmony (with the organ)
and the congregation joining the melody. Then the verses proceed in harmony with the
choir and organ as set, the response being sung in harmony with the congregation
singing the melody at the end of the verses as marked. This is a common method in the
Anglican and Roman Catholic traditions, and is gathering interest in other
denominations as well, particularly since its inclusion in Together in Song: The
Australian Hymn Book II.

Both the chant and the response here are new settings.
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3.2.12 Gospel Alleluias

This setting is reminiscent of the toccata accompaniment for the Gloria and Credo,
although here a joyous text has been set in a minor key. This setting has been written
so as it may be performed on a weekly basis if desired. The four alleluias in each
petition are set with the first two in unison, the second two in harmony for the choir.
These alternate with the organ. This petition is repeated so as the congregation, having
heard it once may join in with the choir on the repeat.

Then a sustained chord is held quietly on the organ while a cantor sings a plainsong-like
tune with the Gospel verse of the day over the top. This finishes with the word
‘alleluia’ so the end is obvious. The organ then begins the accompaniment as at the
beginning and the alleluia petition is sung twice more, this time ending in the tonic
major. The organ finishes on a major chord with an added major seventh, evoking
again the seventh/second tension from previous movements.

3.2.13 Prayer Responses

These Prayer Responses were written for the Reverend Canon Dr Ann McElligott and
the community of St John’s Theological College, Morpeth.

Originally they had a

number of optional parts for various instruments. Here the harmony has been rewritten
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and some major reworking undertaken to form this final product for choir, congregation
and organ.

In performance, they work essentially as the Psalm and its response: the organ plays the
response, the choir sings it in unison, the congregation repeats it with the choir singing
in harmony. Then verses and responses alternate, but although all five responses as set
in An Australian Prayer Book have been set, it is suggested that only one be used in
each performance. The difference between this and the Psalm is that the verses are
read over the quiet organ chords. The organist needs to time the chords such that they
finish at the same time as the spoken word. This way, the cadence which leads into the
response will flow, and the introduction to the response (played more loudly on the
organ) will give the congregation the appropriate signal.

The concept of speaker and instruments is one that was gathering momentum in the late
twentieth century, perhaps due to the decline in parish choirs. The Royal School of
Church Music published some Psalms for speaker and instruments, and Brian Wren and
Susan Heafield have done similar things with prayers. It is hoped that a version for an
Australian setting will be found useful.

3.2.14 The Acclamations

These two short movements have been set as a people’s response and thus are in unison
for choir and congregation. ‘Christ has died’ descends in pitch. ‘Christ is risen’ rises
in pitch; and ‘Christ will come again’ ends on a chord which sounds as if it wants to
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continue the piece. It is also another example of a seventh chord ending a movement.
In the first two bars of the second acclamation when the voices enter includes an
interesting reinterpretation of the major/minor seventh tension in the organ part. The
movement finishes with an ascending ‘amen’ to a strong major chord.

3.2.15 The Lord’s Prayer

It is difficult to set a particularly famous text when so many composers have done so
before. This is perhaps one of the best examples of such a passage. It was decided to
set this purely as a choral movement, unaccompanied. It is declamatory in style,
strictly homophonic, and follows very closely the speech-rhythm of the text. The
stresses and accents in the words have been translated into the music, and so there are
many bars of uneven length.

It begins softly and in unison, getting louder and thicker in texture in the first line.
‘Your kingdom come,/ your will be done’ is treated like the repeated lines in the Credo
and Gloria with the same music, but louder and with more urgency in the second.
‘Give us this day’ begins on a unison like the beginning, but a tone lower. ‘Forgive us
our sins as we forgive those who sin against us’ is louder and stronger, like an
impassioned plea for forgiveness. ‘Save us’ begins with the same melody as the
opening. Again ‘deliver us from evil’ is a louder plea. The doxology (‘For the
kingdom…’), which is often omitted in both said and sung versions of The Lord’s
Prayer, begins as the opening. The word ‘power’ has a short melisma and is a climax
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in this section. The ‘amen’ is short and resolves with a Tierce de Picardie on a weak
beat (a feminine cadence).

3.2.16 The Mass as a Whole

Here I intend to look specifically at the way the six movements of the ordinary are held
together, but firstly, some introductory remarks about the entire work. The key
structure of the whole work is worth noting:
Introit – God is Spirit
Processional Hymn
Kyrie
Gloria
Collect
Psalm
Epistle Lesson
Gradual Hymn
Gospel Alleluias
Gospel Lesson
Credo
Prayer Responses
Offertory Hymn
Sursum Corda
Great Thanksgiving
Sanctus
Benedictus
Acclamation I
Acclamation II
The Lord’s Prayer
Agnus Dei
Anthem – Veni Creator
Post-Communion Hymn

C Major
D Major
C Minor
D Major
G Major
D Major
G Major
C Major
A minor
G Major
C Major
G Major
F minor
F Major
F Major
C minor (finishing in C Major)
G minor (finishing in C Major)
G minor (finishing on A7 chord)
G minor
A minor
C minor
G Major
G Major

It can be seen that a general tonal centre is C major with all other keys being related:
dominant, dominant minor, tonic minor, relative minor, subdominant, subdominant
minor and the dominant of the dominant. The first movement to be written was the
Credo, the statement of faith, in C major, and it is significant theologically that all the
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other movements have radiated out, as it were, from that. It is also interesting to note
that throughout the first part of the service, the liturgy of the word, almost all
movements ire in major keys, whereas when the solemn part of the service is reached
(around the consecration), minor keys dominate. There is, however, a lift towards
brightness at the end, with major keys returning. If the movements of the ordinary of
the Mass are extracted, the key structure looks like this:
Kyrie
Gloria
Credo
Sanctus
Benedictus
Agnus Dei

C Minor
D Major
C Major
C minor (finishing in C Major)
G minor (finishing in C Major)
C minor

The Sanctus and Benedictus form one longer movement in performance, so their overall
key can be said to be C minor/major. Thus the central movements yield a very strong
tendency toward the tonal centre C. The Gloria was deliberately set in a higher and
brighter key to make it more joyous, as its text suggests.

Despite this, though, there is a constant ambiguity over major and minor tonality. As
outlined above, in the Kyrie, Sanctus and Agnus Dei in particular there is a constant
tension between major and minor seconds with a prevalence of flattened seconds and
sevenths (a minor second above and major second below the tonic). Naturally there are
also many instances of the raised seventh, particularly at cadence points. This note, the
raised seventh, however, is also confused, as the modulations to the dominant in the
Kyrie, Benedictus and Agnus Dei tend to be towards the dominant minor, using the
flattened seventh of the scale. The chord on the flattened sixth also receives
prominence in the Sanctus.

Likewise, the ends of movements tend to have unusual chords:
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Kyrie
Gloria
Credo
Sanctus
Benedictus
Agnus Dei

C Major (Tierce de Picardie)
D Major with added major 9th
C Major with added major 9th
C Major with added major 9th and flattened 7th
C Major with added major 9th
C major/minor (both E flat and natural)

As can be seen, all the central movements include a major second in their final chords,
and the Sanctus which flows straight on to the Benedictus also includes a minor
seventh. This is a further ambiguity when the prominence of the flattened second tone
is considered. The first and last movements of the ordinary both use C major and C
minor in their endings: the Kyrie by use of the Tierce de Picardie, the Agnus Dei by
including major and minor thirds in the chord.

This major/minor tension is a constant feature of this mass setting. It has as its basis
some theological points to make. Firstly, the difference between major an minor
chords is their thirds. The number three has already been outlined as having Biblical
significance in that it is representative of the three persons of the Holy Trinity. At
Pentecost we honour the Holy Spirit, one of those three. Secondly, as we honour the
Holy Spirit, whose movements and action in the world is not of human understanding,
we are often surprised and challenged. By keeping the listener guessing as to the
tonality of the setting, it is a representation of the work of the Spirit. Thirdly,
Christianity is about living with mystery, as humankind can never know all the answers
or guess the mind of God, and here rather than resolving the major/minor tension, we
simply live with the question. This is ultimately represented in the music at the end of
the Agnus Dei, the final movement of the ordinary, where the work ends with a chord
which is both C major and C minor.
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There are also some melodic ideas that keep recurring. It is worth noting, though that
the Gloria and Credo, as aforementioned, form a pair, and so the Kyrie, Sanctus,
Benedictus and Agnus Dei go together. In the Credo and Gloria, the organ toccata-like
accompaniment is similar, as is the concept of the optional congregational response. In
the other four movements, the presence of the flattened second has already been
highlighted. This has meant that the motive:

is common throughout these movements. Another link between the movements is the
scalic organ passage as seen in the Sanctus (bars 25-6), Credo (bar 80), and Gloria (bars
39, 43, 66-7; and shorter versions: bars 10, 16, 29, 33, 48, 53, 57, 63). Although no
lengthy melodic ideas are developed between movements, for the purpose of trying to
set different moods in each of the parts of the ordinary, these little hints create a sense
of unity. It was really only a nineteenth century goal to develop melodies in different
movements of mass settings, and one of the most credited exponents of this tradition
was Sir Charles Villiers Stanford (1852-1924) who is aforementioned as a forerunner of
this type of setting, and an inspiration.

One of the main reasons for trying to set different moods in the various movements is
that I have tried to follow closely and appropriately the sense of the liturgy. In my
theology of the Eucharist, the consecration is solemn and reverent and the style of the
Credo and Gloria would thus be inappropriate for use unaltered within the Sanctus.
Thus, for example, the toccata-like accompaniment when used in the Sanctus (bars 2734) is significantly slower and more solemn. I hope that in this way I have honoured
the goal of writing liturgically appropriate music.
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I have also striven to make the music pastorally appropriate to congregations today.
For example, the modern congregation tend to favour a said creed and often
congregational settings of the Gloria. Although both have been set here as choral
settings (as with the rest of the ordinary), the congregational responses, which are
optional, are a concession to the modern parish church tradition.

The texts are all from An Australian Prayer Book and are modern translations of texts
that have nourished congregations for centuries. Consequently, the theological
soundness of the work is proven. Finally, I have tried to show above that there is
musical worth in this setting. So I hope it can be said that this mass setting is
appropriate music for the Church, and meets the four criteria of the American Bishops.

[[[[[[\\\\\\
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3.3 An Evensong Setting for a Feast Day

Unlike the Mass setting above, this Evensong setting is not designed for a particular
feast day nor with particular lections in mind. It is, however, definitely for a high day,
thus the inclusion of a Te Deum at the end. The service would take the following order
according to A Prayer Book for Australia (1995), first order (p.3). Sung items are in
bold.
1)
2)
3)
4)
5)
6)
7)
8)
9)
10)
11)
12)
13)
14)
15)
16)
17)
18)
19)
20)
21)

Introit: Worthy is the Lamb
Hymn: Praise the Lord!
Sentence of Scripture
Exhortation, Confession, Absolution
Versicles and Responses in G
Psalm 148
First Lesson
Office Hymn: Before the Ending of the Day
Magnificat in G
Second Lesson
Nunc Dimittis in G
Creed (intoned – see Versicles & Responses)
Lesser Litany, Preces and Responses in G
The Lord’s Prayer
The Collects
Anthem: I will Sing
Occasional Prayers
Hymn: Sing, all creation
Sermon
Hymn: Forth in the Peace of Christ we Go
Te Deum in D

As can be seen, this service is mostly sung. It is a choral office. Thus the
congregation really only join in the hymns. That is a marked difference to the Mass
setting also herewith presented. The tradition of this service being choral is honoured.

Also worthy of note is that while the service has been set to the 1995 text, the three
canticles use the Book of Common Prayer (1662) language. This is so these
movements, that are usually sung in places where Evensong is sung entirely in 1662
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language, may have a life after their initial performance. The 1995 Prayer Book makes
allowances for this:
Where parts of the service are sung to a musical setting, the words for which these settings were
composed may be used. (Note 4, A Prayer Book for Australia, p.x)

Likewise, where hymn texts were written before the days of inclusive language or
modern usage they have not been altered. Most congregations now accept this
situation, knowing poetry as much as visual art to be a product of its time. That does
not make it less relevant to us today.

3.3.1 Anthem: I will Sing

This was the first movement written. Its text set the theme for the rest of the service:
one of rejoicing, making music, and praising God. Consequently, it is set in a full and
joyous manner. The forces used are choir (SATB), organ and brass (trumpet 1, trumpet
2, horn, trombone, bass trombone). The brass parts are optional. No changes are
necessary to perform it with just choir and organ.

It is in ternary form with a coda. The first two bars form a short motive that returns
periodically. It is based on chords I, ii7, I, Vβ3 which sets the style of the work to come.
It is strong harmony, based around the tonic. The trumpets have inter-locking rhythms
and the organ a rhythmically busy left hand part, contrasted to the rest of the brass and
organ right hand. The bass trombone and organ pedals have a bass part pattern. The
organ takes up the second trumpet rhythm when the choir enters and the brass stop at
bar 5. The text ‘I will sing’ is repeated and emphasised, entering on an off-beat. The
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organ and brass repeat the opening two bars before the choir’s second entry at bar 13.
The choir unifies to two parts at bar 16 with canonic entries. At bar 19 it does a similar
thing, but now in four parts. At bar 22 the trumpets return with an echo of the opening
trumpet 2 rhythm. When the choir stops, this becomes canonic with the horn and
trombone. By bar 28 the choir enters again but the piece has settled into the medient
major. This does not stay long as through two pedal points, the original organ and
brass theme returns in the tonic at bar 37.

As the brass parts reduce an organ theme (on the Choir Clarinet stop) takes over
melodic dominance (bars 41-48). At this point soft organ chords support the choir in
one, two and three parts singing ‘May my meditation be pleasing to him’. The alto part
uses this tune in augmentation. At bar 61 soft lower brass supports another organ solo
melody beginning in the relative minor. The choral ‘meditation’ tune returns, now in
the soprano part before being harmonised in four parts. From bar 77 the dynamic, pitch
and rate of harmonic change increase as canonic choral entries signify ‘rejoic[ing] in the
Lord’. At bar 81 a tuba solo takes off in the organ part, in the style of a trumpet tune,
but becomes increasingly frantic through syncopated rhythms and shorter rhythmic
units to a return of the original brass and organ theme from the opening at bar 87. This
signifies the recapitulation. The trumpet tune is in three parts with the trumpets when
brass is used, there being movement on every semiquaver beat between the three parts!

In the recapitulation, the brass also play the choir’s parts, but in a sort of canon at the
bar, coming together at cadence points. Otherwise, the A section continues as before.
At its conclusion a coda is based on a bass part rising by tones, and the phrase ‘I will
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sing praise’ is reduced to ‘sing praise’, and finally just ‘praise!’ This culmination of
the movement musically is also a summary of the text.

3.3.2 The Hymns

There are four hymns in this service. They were all written being mindful of the fact
that this is a choral office, led by competent singers, thus the hymn tunes can be slightly
more complicated than usual as the congregation has a strong lead to follow.

Praise the Lord! is a praise hymn, as its title suggests, and sets the mood for the liturgy
from the first congregational item. The pulse and feel of the tune is one of majesty and
marching. The choir and clergy will enter the church during the singing of this hymn,
so this is appropriate. There are a number of the one to two-bar phrases that are similar
(bars 1-2, 3-4, 9-10 and 5, 6, 11, 13, 14). This helps the congregation predict, with the
help of the harmony from their Western upbringing, where the tune will go, and
therefore make it easier to pick up. The harmony itself, however, has some tricky
moments, suitable for a skilled choir at Evensong, giving them a challenge to rise to in
the hymns. The name of the tune St Stephen the Martyr comes from the dedication of a
church where I played for a particularly boring funeral during which the first draft of
this tune was penned!

The Office Hymn at Evensong is traditionally a plainsong hymn, and thus an
arrangement of one has been done here. Te Lucis is a very well-known plainsong hymn
with words proper to eventide. It is often set with a feeling of g minor, but given it is a
gentle prayer for safety during the night, I have chosen to set it in B flat major. I have
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also tried to make it feel more romantic in harmonic style to match the romantic and
poetic language, hence the descending bass with chromatic alterations and some seventh
chords. As it ends with a doxology and is an office hymn, it is sung with a final
‘amen’. This closes it in the tonic; verses otherwise finish in the dominant.

Sing, all creation is a text often sung to the tune Iste Confessor (see Appendix G). This
tune is in a minor key, quadruple time, and is strong, majestic, modal in places, and
quite bold. I deliberately set out to write a tune that contrasted with it. St Daniel is in
triple time, a major key and with numerous short melismas to soften the effect of a
regular metre a little. The second line begins as an inversion of the first, and the third
the same way as the second. The metre of 11 11 11 5 has long lines with a short one at
the end. This can feel like a bit of a bump, and although I liked this and emphasised it
with a hemiola in bars 18-19, I did not want the verses to feel unfinished, nor did I want
to repeat the last line of each verse. The solution was to include melismas, and to have
the lines reducing in length more gradually: lines one and two are six bars each, line
three five bars and line for four bars. The hymn comes just prior to the sermon, so a
slightly gentler triple time hymn calms the atmosphere a little before the sermon,
preparing people to sit quietly for a while. Nonetheless, it is still a ‘sing praise’ hymn,
so must be able to be used in other contexts as well. It ends on the medient not the
tonic simply to make it an easier pitch to obtain some support and volume for the
singers, being just a little higher and before the change in register in most voices. St
Daniel is named after the organist of the church where the funeral of the St Stephen the
Martyr tune was held as he asked me to play the funeral!
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Forth in the Peace of Christ we go is a good text to conclude a service. It reminds us
of the Christian duty, not just to worship God in awe and splendour, but to enact our
faith in the world on leaving the act of worship. It is also a good text for a procession,
following the same metaphor. Sometimes the final hymn at Evensong is a processional
on feast days, and a five verse hymn gives the choir and clergy a chance to get around
the building! The first and third lines of the hymn start on a unison and third
respectively, but the parts move outwards in contrary motion, word painting the image
of Christians spreading Christ’s joy throughout the world. The quaver movement in
these pictures also represents movement and thus going forth. The melody of the first
and third lines begins the same and includes the leap of a fifth, the only significant leap
in the tune. Again, the tune finishes on the third rather than the tonic. Likewise, it
provides a higher yet easily reached note for good projection at the end of the hymn –
the last thing the congregation sings at Evensong. The tune is called James after the
dedication of the church where I was organist at the time.

3.3.3 Preces, Versicles & Responses, and The Lord’s Prayer

This set of Preces, Versicles and Responses was written originally for the Trent College
Chapel Choir, Nottinghamshire, England when the composer was Head of Chapel
Music there. They used the Alternative Service Book (1980) words for Evensong, so
this has been adapted for Australian use with A Prayer Book for Australia (1995).

The precentor’s parts, while not the same as the Ferial Responses, are quite easy to
grasp, and it was thought good to have a change from the usual for a feast day. The
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choral parts are bright and cheerful, and include major sevenths on final chords (bars
41, 67). There is also a proliferation of added sixths and sevenths in chords (bars 3, 7,
8, 10, and so on). This style was inspired by some of the work of the English
contemporary composer and Headmaster of York Minister School Richard Sheppard.
Some of his simple congregational service settings include elements like this and are
well-received in numerous congregations in both England and Australia. The whole of
the Gloria and the Lesser Litany are given to the choir and represent an opportunity for
slightly more development. At bar 35 there is the option of intoning the Lord’s Prayer,
but a choral setting has also been written for these responses, and it is anticipated that
while the creed might be intoned (and the congregation could join in), at least on festive
days, the choir would sing the choral setting of the Our Father. Each response is given
its own treatment as to mood, with some direction given as to dynamics. It is also
expected that choral directors will adjust tempi of each response to enhance mood.
There are two ‘ordinary’ ‘amen’s for the first two collects (or three when there are four)
and a more elaborate one for the final collect.

The Lord’s Prayer uses a variety of media within the four-part choral arrangement.
Notably, the lower parts are requested to hum while the sopranos almost intone the
opening and ending. This is intended to sound a little dreamy, and thus the use of 12/8
time as a contrast to the simple quadruple of the rest of the Responses. At ‘Forgive us
our sins’ the full choir sings the text and with harmony on the flat side, a darker chord is
used on ‘sins’, both times being a minor chord, the first with a flattened seventh.
Again, attention is drawn to ‘time of trial’, the words being emphasised and the
dynamic forte. ‘Deliver us from evil’ leads to an open chord which resolves to the
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major seventh again (from the Responses) for the next phrase where humming begins
again. A gentle ‘amen’ closes this section which gives the note again to the precentor.

3.3.4 Psalm 148

It was thought that given the very Anglican nature of Evensong, to set the Psalm in
Anglican chant is wholly appropriate. The Psalm may in fact change depending on
which feast day is observed and the lections from the lectionary set forth, but a praise
Psalm was chosen to be set here for the sake of completeness.

Because Psalm 148 is simply a hymn of praise, it is often married with straightforward
chants. Again, I have tried to be different, setting a slightly more complicated chant:
there is a lot of chromatic movement within parts, and thus some movement to unrelated
chords; and numerous passing notes. Unity is achieved with appoggiaturas similarly in
two quarters and ascending passing notes in the opening bars of three quarters.

3.3.5 Introit: Worthy is the Lamb

This text is one of the two sentences suggested to open Evensong (first order) in A
Prayer Book for Australia (1995), the other being that used in the Mass introit. I
wanted an unaccompanied choral movement here so that it can be sung without the
organ from the west door before entering the church proper. It also balances the Te
Deum at the end.
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This basically homophonic setting of this short text begins in harmony, but at bar 7
divides into upper and lower voices who have interlocking rhythms. At bar 10, another
homophonic section begins and builds quickly to forte, and at bar 13 fortissimo for
‘glory and praise’ (the point of the service). The text then repeats to a more insistent
rhythm and a strong ending in the subdominant of the first hymn.

3.3.6 Magnificat and Nunc Dimittis

These two canticles together form an ‘Evening Service’ and are generally published
together and sung as a pair at Evensong. There is a long tradition of the evening
canticles being written for liturgical use in particularly English and Latin, but other
languages as well. This setting was commissioned originally by the Illawarra Choral
Society following a performance of my O Lord My God. The request was for another
work that was tuneful and used the beautiful 1662 language of the Book of Common
Prayer. Thus the Magnificat was born, and naturally, the Nunc Dimittis followed.

They are for choir in four parts with optional short tenor and soprano solos. The
accompaniment has been written so that it can be performed on piano or organ. The
musical style is not unlike the Responses, with many suspensions, added sixth and
seventh chords. The metre is 5/4 which, after a few bars to get into the ‘groove’ of it,
does not feel like a so-called ‘irregular’ time signature at all. There are alternate
treatements of the 5/4 bar. Sometimes it is η + η. and other times η. + η is used.
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The accompaniment supports the voices and adds to them, filling out the harmony and
creating more interesting moving inner parts when the choir holds long notes or has
rests. The dynamics reflect the text, but the text is brought to the fore with other
devices as well, such as accents (bar 26, 29), texture (Magnificat bars 20-24, 39-44;
Nunc Dimittis bars 3-9, 12-16, bar 16 where harmony begins at ‘For mine eyes have
seen thy salvation’), register (Magnificat bars 37-38; Nunc Dimittis bars 43-46), and use
of unrelated chords (Magnificat bar 16; Nunc Dimittis bar 25). The Gloria in the
Magnificat begins the same way as the movement, but resolves differently. So does the
Gloria in the Nunc Dimittis, but again finishes differently.

3.3.7 Te Deum

With the possible exception of the anthem, I will Sing, this is the most extended
movement of the Evensong Setting. It is a long text that is in three parts, and
sometimes in parishes only one part is sung at a time at Matins. It is a morning
canticle, but it is also the musical element that makes a Festal Evensong festal: the Te
Deum at the end.

This setting uses the 1662 Book of Common Prayer language to match the two other
canticles in this service. Perhaps unusually, it is for unaccompanied voices. It is
mostly in four parts, but there is some splitting of the soprano and alto lines. The metre
is generally 3/4 but there are some variations on this to suit the words. There is also
frequent use of hemiola. Like the other canticles, a close reading of the text was
sought. Important words (such as ‘thee’, ‘Father’, ‘everlasting’ at the beginning) are
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given melismas, longer note values, or higher pitch. At ‘cry [aloud]’ there is a
harmonic clash of a minor second, for example, to underline the words. The repeated
‘holy’s are hushed and mysterious, as is the mysterious yet soothing ‘Comforter.’

‘Thou art the King of Glory’ has a recapitulation of the opening phrase, being a similar
literary style: acclamations of praise and attributes of God. The ‘Virgin’ has a longer
and beautiful yet minor key melisma, acknowledging that humankind perhaps doesn’t
really understand the virgin birth. ‘Sharpness’ contains a discord, but ‘death’ falls
away in pitch. ‘Open’ is a bright, open chord and ‘Heaven’ is an open chord on B.

‘Day by day we magnify thee’ and ‘And we worship thy Name’ are the consequence of
the attributes from the previous recapitulation and the opening, and this too has a short
recapitulation. ‘Vouchsafe, O Lord’ is softer and is without sopranos. ‘O Lord have
mercy upon us’ remains soft but in four parts, but with ‘let thy mercy lighten upon us’
comes a big crescendo, a bass part ascending by semitone, and ascending upper parts.
The section to the end is then an allargando, hinting at a recapitulation but not then
doing so, but the rich and low ending signifies strength and ‘not be[ing] confounding’.

This sustained unaccompanied movement may take a competent choir, but then surely
to be sung at Evensong is wholly appropriate.
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3.3.8 The Evensong as a Whole

Like the Mass, there is a relationship of keys, never straying to far from the original.

Introit: Worthy is the Lamb
Hymn: Praise the Lord!
Versicles and responses in G
Psalm 148
Office Hymn: Before the Ending of the Day
Magnificat in G
Nunc Dimittis in G
The Lord’s Prayer
Anthem: I will Sing
Hymn: Sing, all creation
Hymn: Forth in the Peace of Christ we Go
Te Deum in D

G Major
D Major
G Major
G Major
B flat Major (G minor)
G Major
G Major
G Major
F Major
D Major
G Major
D Major

As can be seen, almost all movements are in G Major or its dominant.

Likewise, almost the entire setting somehow uses praising God, particularly with
singing, as its theme. G and D major are bright keys, well suited to this.

Again, theologically, all texts are Biblically or Prayer Book inspired, creating a
uniformly high standard in the service music. The hymns are from reputable authors
from the twentieth century and hitherto.

Above, the liturgical significance of each piece has been mentioned, but a flow from
one to another during the office is essential, particularly when no spoken words
intervene. This is all within the context of a festival service, however, and bright,
cheerful, praiseworthy is the order of the day. This, too, shows how their pastoral
significance may be looked at. Some is music that listeners will possibly only hear
once, and we want them not to be turned away from choral music!
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Finally, they are all offered with the sincerity of praise, to the greater glory of God.

[[[[[[\\\\\\
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4. Conclusion

The three Latin motets, the Mass setting and the Evensong setting are all works set in
long-standing musical traditions and genres. The motets are written, however, in a
more modern style with rich harmony and unusually for these texts, as homophonic
settings that sets them as twentieth/twenty-first century works. The Mass and
Evensong, although ancient traditions, are unusual in that they are complete musical
settings of both propers and the ordinary of a service. The only other setting so allencompassing known to the composer is another service by the same composer (the St
Peter’s Service of Evensong written in 1991 for the Choir of St Peter’s Church, North
Sydney). The present Mass setting is also special in that it has set plainsong
accompaniments, but with room for the organist still to make musical decisions as to
musical content. It is also different in that it seeks to combine the congregational and
choral music traditions of the church. It takes ancient tunes such as ‘Veni Creator
Spiritus’ and older traditions such as Anglican Chant, but unashamedly combines this
with joyous and catchy modern styles such as in the Credo. The Evensong setting is
somewhat more sedate, but is an all-encompassing setting in a way not seen before
modern times.

It is also hoped that through the above explanations it has been shown that these works
of church music are liturgically appropriate, bearing in mind who will sing them, where
in the service they come, what their text says, the practicalities of going from one
movement to the next, and how each is started. This also has some bearing on the
pastoral appropriateness of the various movements, but this can ultimately only be seen
in context.
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Finally, through the use of liturgical texts and Biblical texts for all but the hymns of the
service, which have been carefully selected from a centuries old tradition, it is hoped
that only theologically sound material has been set. Consequently, the four criteria of
the American bishops have been met.

[[[[[[\\\\\\
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5.1 Appendix A

A description from I Chronicles 16:8-36 (The New Revised Standard Version) where
there is a trained, official group of musicians to lead worship.

Then on that day David first appointed the singing of praises to the Lord by Asaph and his
kindred.
O give thanks to the Lord, call on his name,
make known his deeds among the peoples.
Sing to him, sing praises to him,
tell of all his wonderful works.
Glory in his holy name;
let the hearts of those who seek the Lord rejoice.
Seek the Lord and his strength,
seek his presence continually.
Remember the wonderful works he has done,
his miracles, and the judgements he uttered,
O offspring of his servant Israel,
children of Jacob, his chosen ones.
He is the Lord our God;
his judgements are in all the earth.
Remember his covenant forever,
the word that he commanded, for a thousand generations,
the covenant that he made with Abraham,
his sworn promise to Isaac,
which he confirmed to Jacob as a statute,
to Israel as an everlasting covenant,
saying, “To you I will give the land of Canaan
as your portion for an inheritance.”
When they were few in number,
of little account, and strangers in the land,
wandering from nation to nation,
from one kingdom to another people,
he allowed no one to oppress them;
he rebuked kings on their account,
saying, “Do not touch my anointed ones;
do my prophets no harm.”
Sing to the Lord, all the earth.
Tell of his salvation from day to day.
Declare his glory among the nations,
his marvellous works among all the peoples.
For great is the Lord, and greatly to be praised;
he is to be revered above all gods.
For all the gods of the peoples are idols,
but the Lord made the heavens.
Honour and majesty are before him;
strength and joy are in his place.
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Ascribe to the Lord, O families of the peoples,
ascribe to the Lord glory and strength.
Ascribe to the Lord the glory due to his name;
bring an offering, and come before him.
Worship the Lord in holy splendour;
tremble before him, all the earth.
The world is firmly established;
it shall never be moved.
Let the heavens be glad, and let the earth rejoice,
and let them say among the nations, “The Lord is king!”
Let the sea roar, and all that fills it;
let the field exult, and everything in it.
Then shall the trees of the forest sing for joy
before the Lord, for he comes to judge the earth.
O give thanks to the Lord, for he is good;
for his steadfast love endures forever.
Say also:
“Save us, O God of our salvation,
and gather and rescue us from among the nations,
that we may give thanks to your holy name,
and glory in your praise.
Blessed be the Lord, to God of Israel,
from everlasting to everlasting.”
Then all the people said “Amen!” and praised the Lord.
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5.2 Appendix B

Timothy Slater (member of the UK’s General Synod Liturgical Commission) writes of
new styles of music in worship, particularly in reference to Common Worship, the new
liturgies of the English Church. (Slater, Church Music Quarterly, April 1998, 17).

… explorations of different styles of music which, on purely musical grounds, may well not be
immediately attractive, but which may seem far more approachable as part of a well-chosen
thematic package.
Composers should be aware of the need to provide new music for the new lectionary with the
scriptural texts as a starting point. New music in a variety of styles in vitally important for the
health of the church music tradition. Too often, musicians have been critical, sometimes with
justification, of much that is written in a popular style, but those musicians have then failed to
value music produced by contemporary composers. It must be said, however, that much new
church music has been characterised by a lack of adventure, being firmly rooted in the past in the
old manuals of harmony and counterpoint. Contemporary church music needs to take risks, and
to bring a little excitement into the choir stalls. Unless there is a willingness to take on board the
insights of contemporary art music, then religious pop will be seen by the majority in the church
as the only religious music of our own time.
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5.3 Appendix C

Fr Joseph Gelineau suggests that new church music should be intelligible to the average
congregation and thus should not be musical experiment (Gelineau, 51-52).

In principle, the Church does not take sides in purely technical matters and leaves the field open to
composers. But the point which interests us now is this: the evolution of musical style and
development of musical techniques normally causes a reaction of shocked surprise at first. The
general public requires time to assimilate these new forms. Moreover, strivings of this nature
generally give rise to the production of works designated as avant-garde; with the passage of time
some of these become recognised as classics, while others ever remain esoteric. Now the liturgy
cannot be used as a field for technical experiments, nor can it embrace disconcerting art forms
which would appeal only to a select few. Worship must help the faithful to enter into mysteries
by means of sensible signs; hence there must first of all be some evidence that these signs are in
fact intelligible, or, at least, not totally unintelligible. If compositions are intended to be listened
to by the faithful (sung by a choir or played on the organ), then, to be of any help to the people’s
prayer they must seem beautiful to the people.
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5.4 Appendix D

In 1992 the findings of the English Archbishops’ Commission on Church Music were
published. It contained three short paragraphs on choosing only church music of the
highest quality for worship (In Tune with Heaven, 67-8) as follows:

Only the Best
Perhaps the least satisfactory discussion in connection with any art form is in reply to the question,
‘what is good art … painting … sculpture … poetry … music?’ Except in a few cases, there is
unlikely to be a conclusion with which all agree, and it has to be recognised that judgements
depends primarily on personal taste. We may not expect too definite an answer in reply to ‘what
is good church music?’ There is difficulty in trying to define exactly what we mean by saying
that only the best is good enough for God. Of course it is, but how do we know what is best in
his eyes? Who dare presume to describe the aesthetic tastes of the Almighty? Who other than he
can finally judge the quality of our offering in worship?
Yet some judgement of quality has to be made by the people responsible for the choice of music.
Such discernment is highly subjective. Deciding on pieces of music by merit or quality is often
difficult. It is always subject to the danger of arbitrariness based on prejudice or preference. But
it is some comfort to recognise that often that which is really good stands out just as clearly as that
which is of poor quality. Moreover, the bad does not on the whole survive. Publishers’
catalogues in the last century contained quantities of dross, together with the gems that are still
part of the standard repertoire.
In the end the choice is best based not on personal preferences but on asking the question, ‘Within
the style which is suitable, comprehensible and helpful to my congregation, is this piece of the
best quality that I can find?’ The answer to that question may not always be easy. But there
should never be a suspension of sensible critical judgement because the music is for use in church.

It also contained two paragraphs on the standard of the performance of church music (In
Tune with Heaven, 70) as follows:

Standards of Performance
In the performance of a musical piece, no matter what the quality and style of the writing and
whether it be simple or complex, there should always be the aim of achieving the highest possible
standard. This is because music in worship is part of the Church’s offering to God. It is also
because a poor performance can distract the congregation and be destructive of worship. Poorly
played hymns, strident singing, insensitive amplification, poor intonation, or insecure part-singing
can all intrude and will unsettle the worshipper no less seriously than an unsatisfactory sermon.
Moreover, performers are likely to be judged increasingly by the standard of the many recordings
of church and other music which are widely available today.
Because perfection is unattainable here on earth, there is bound to be some falling short of the
ideal. Worshippers readily forgive minor blemishes, but this should not be made an excuse for
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shoddy performances. Nor is there any justification for a popular notion that the standard of
performance does not matter as long as it is sincere. It is not sincerity before God on the part of
the musicians if they ignore to right notes or do not attempt to fulfil the intentions of the
composer. After all, the skills of the performer and composer alike are God-given and it is no
glory to him to be musically careless. God may not be glorified by a congregation which has
been set on edge by a needlessly low standard of singing or playing.
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5.5 Appendix E

Professor John Churchill (Church Music Quarterly, January 1996, 23) on what makes
good church music.

For a musician … it would be fairly easy … to analyse a piece of music in technical terms; to seek
out boring rhythms, poor melodic interest, tedious or illiterate harmonic progressions and all the
rest. Normal academic stuff, in fact, whether according to Prout or Schenker or anyone in
between. Or I could be tempted into educational considerations, the introduction of
congregations to ‘better’ music. We all know the that ear focuses differently after it has been
persuasively enlightened.
But, more urgently, I believe that we need to consider the deep communicating power of music
and how we can evaluate its message; not only what we like but why we like it, and is there more
than we at present perceive? Is it possible that a composer has a vision that we are not yet aware
of? Bishop Harris, in a recent book Art and the Beauty of God, writes: ‘Without our affirmation
of beauty, there can in the end be no faith and no God worth our love.’ It is at this level of
seriousness that we must judge our church music.
It has been suggested that we can listen to music on various planes (Aaron Copland mentioned this
in What to listen for in music (1957)). We can enjoy the sensuous sounds in themselves, we can
penetrate a little more thoughtfully, often imagining a picture or a story, or we can go further to
the purely musical core, appreciating the thoughts and visions of a composer at a non-verbal (nonconceptual) level. It is at this point in our listening, beyond any words, that we may realise that a
great artist does, indeed, have a vision greater than our own, and that this is the vision we seek, the
truth that we long for. This approach, which is a summary of much that I have been saying, is
closely related to a medieval manner of Bible-reading at four levels of understanding:
The literal, that is: ‘A parable is a very interesting story’.
The allegorical, a more subtle application of the story: ‘The Kingdom of Heaven is like a
grain of mustard seed’, for example.
The moral implications, that is: the story is a lesson in human behaviour.
The anagogic, which reveals a final mystic relation, beyond words, between a human
being and the Godhead.
And it is here, in this unpeeling of layers of meaning, that we can begin to find our evaluation of
church music. ...
I would suggest that we ask the exactly the same questions of any religious composition that
comes our way. Does the latest cantata or requiem or anthem reveal when ‘unpeeled’ the kind of
thought that we have been considering? It may only be short and simple, but does it teach, does it
strengthen and renew, does it inspire a new thoughtfulness, does it suggest that the story of the
New Testament has deeply moved the composer, does the composer show us a vision, even a
simple one, beyond that which we could see on our own? Or does the music immediately
fascinate and seduce us by its over-sweet melodies or by catchy tunes and rhythms, instead of
making us think about the words? Does it remain at the surface level of charm and popularity?
The catchy tunes are fine … but, if they represent no more than light entertainment, they do little
more than increase the income of their progenitor.
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… This has been an attempt to think again about our music in church, an attempt to find a base
beneath the shifting sands of immediate likes and dislikes. … There must be standards of
judgement that are more than merely relative.
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5.6 Appendix F
A key to the pointing of Anglican Chant.
*
*
∪
✝
⋅
|
:
]

in the middle of the text: a short pause (breath).
beside a verse number: do not stop at the colon, continue straight on to the end of the verse.
do not take a breath, continue straight on.
next to a verse number: begin half way through the chant.
a dot between words or syllables indicates to change notes.
is equal to a barline in the music.
a colon is equal to a double barline in the music.
means to repeat the response here.
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5.7 Appendix G
The hymn tune Iste Confessor, often used for the text Sing, all creation.

1. Sing, all creation, sing to God in gladness,
joyously serve him, singing hymns of homage,
chanting his praises, come before his presence:
praise the Almighty!
2. Know that our God is Lord of all the ages;
he is our maker: we are all his creatures,
people he fashioned, sheep he leads to pasture:
praise the Almighty!
3. Enter his temple; ringing out his praises;
sing in thanksgiving as you come before him;
blessing his bounty, glorify his greatness:
praise the Almighty!
4. Great in his goodness is the Lord we worship;
steadfast his kindness, love that knows no ending;
faithful his word is, changeless, everlasting:
praise the Almighty!
James Quinn (b.1919)
Psalm 100
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